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Abstract

The purpose of this study was to examine the relationship between visual and verbal modes of expression in Faulkner’ 5 art. Beginning with Faulk—
ner’s early experiments in visual art, particularly his cartoons and illustrations executed for the college publications at Ole Miss, I show how Faulkner
developed a visual grammar that informs all of his artistic productions. After
foregrounding his compositional aesthetics, I discuss the interplay between
the visual and the verbal in Faulkner’ 5 two illustrated books, The Marionet-

te_s and Mayday, as Faulkner is both writer and illustrator in these crucial
apprenticeship works. In addition to these formative inﬂuences, I also exam-

ine how Faulkner’ 5 interest in modern art, especially the cubism of Braque
and Picasso, provided him with distinct formal models that radically altered
his aesthetic theory and practice of writing. Ultimately, Faulkner was able to

transfer his visual talents into fictional structures. By focussing on specific
pictorial techniques in a variety of novels, I show that Faulkner was able to

create a unique fictional text that emphasizes interpretive and hermeneutical
strategies of perception that seek to collapse the barriers between the visual
and the verbal.
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Introduction
A picture held us captive. And we could not get outside it, for it lay in our language and
language seemed to repeat itself to us inexorably.
- Ludwig Wittgenstein, Philosophical Investigations (1953)
It’s one perfect book, you see. . . . one single urn or shape that you want to do . . . [like] truth in a
chalice.
-Wil]iam Faulkner, Eaulkner in the University (1957)

Throughout his career, William Faulkner repeatedly identified the

writing of novels with picture making. When lecturing to students on his
many university visits, he consistently emphasized the visual and tactile
qualities of the written word, insisting that the ”sooner you put it down the
stronger the picture will be. Don’t wait till later and then try to recapture the

mood and color” (LG 55). Or again, the ”important thing is the figure that
[the writer] is putting on paper--trying to make it stand up on its hind legs and
cast a shadow” (FU 118). Once, when asked if he ”drew a picture” of himself
in his writing, Faulkner replied that he ”puts down what he sees" and that
the image arises ”from the proper blending of observation, experience, and
imagination. Yes, you’ve got to see . . . the scenes you describe” (FU 181).
Faulkner’ s pictorial imagination is also evident in his description of
the creative process, a dynamic that often began with mental images that pro-

vided the germs for his stories and novels. Speaking with Jean Stein for m
Paris Review in June of 1956, Faulkner, accentuating the discussion of the vis-

ual in his work by sketching his own self-portrait for publication with the interview [Fig. 1], explained that "leith me, a story usually begins with a single

Wilhelm 2
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THE ART OF FICTION XII

WILLIAM FAULKNER
This conversation took place in New York City, mid-winter, early 1956:

INTE RVIEWE R
Mr. Faulkner, you were saying a while ago that you don't
like interviews.
FAULKNER

The reason I don't like interviews is that I seem to react

violently to personal questions. If the questions are about the
work, I try to answer them. When they are about me, I may

answer or I may not, but even if I do, if the same question is
asked tomorrow, the answer may be different.

Figure 1: Faulkner, self-portrait in pen, June 1956
Copyright The Paris Review
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idea or memory or mental picture” (LG 248). Regarding the genesis of his fav-

orite novel The Sound and the Fury, Faulkner repeatedly told interviewers
that it originated from a distinct image: "It began with the picture of the little
girl’s muddy drawers, climbing that tree to look in the parlor window with
her brothers . . . waiting to see what she saw" (FU 1); "It was an image, a pic-

ture to me, a very moving one” and the fact that she ”was the only one that
was brave enough to climb that tree and look in the forbidden window [was]
what the book [was about]--and it took the rest of the four hundred pages to
explain why" (FU 31).
For Faulkner, the true artist was not ”a literary man” but ”a craftsman"
(FU 150). Whenever asked about specific techniques, Faulkner always refer-

red to his “tool box,” ”filing cabinet,” or ”lumber room”--the repository which
contains everything a writer needs to fully realize his story. When a character

demands to be shown ”in certain lights,” the writer ”digs out something he
has read or seen to throw the flashlight on the particular moment" (FU 116).
Beginning with the image, the story ”begins to take shape that he can see” and:
is only complete when ”it’s one perfect book, you see. It’s one single urn or
shape that you want to do,” like ”truth in a chalice” (FU 48, 65, 56). When
asked about the use of three distinct narrative sections that structure m
[am (1957), Faulkner replied that the device “was used deliberately to look

at the object from three points of view. Just as when you examine a monument you will walk around it, you are not satisfied to look at it from just one

Wilhelm 4
side” (FU 139). Such a structural device "seemed to me to give a more com-

plete picture of the specific incidents as they occurred if they could be [viewed]
three times” (FU 139, 140).

Faulkner’s preoccupation with the visual is indeed a complicated affair,
since from his earliest attempts at communication, he consistently mixed pictures with words. Anecdotes from his childhood are abundant, as when, one

day, the young boy tried to tell his family of a new watering cart which the

town of Oxford was using to settle the dust on the unpaved streets. The Falkners couldn’t understand what he was talking about, so the young boy drew a

highly detailed picture of the new machine.1 As a cadet in Toronto during
his pilot training in the RAF, Faulkner constantly drew the frail angular ﬂying machines and goggled men around him. In letters home to his mother
and father, when describing something unfamiliar or especially important,
Faulkner would draw it. Describing the heavy army shoes that impaired the

cadets’ evening dances, Faulkner wrote: ”They have 'iron’ soles with hobnails in them something like this--,” then drew a picture for emphasis (TH
70). In another letter he wrote: ”Every where you turn you see service chevrons on a sleeve-~like this, just above the wrist,” with a line drawing of the
insignia as illustration (TH 94). In Paris, in the fall of 1925, he wrote home describing his newly grown beard not with words but by drawing his self-portrait in pen and ink: “I have a beard. Like this: " [Fig. 2], (SL 20).
1 Carvel Collins interview with Maud Faulkner, April 13, 1950. The Carvel Collins Archive,
housed at the Harry Ransom Humanities Research Center, University of Texas at Austin.
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Figure 2: Faulkner, drawing in a letter to Aunt Bama, 1925
Courtesy of the William Faulkner Estate
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A similar interplay between word and image is evident in Faulkner’ s

occasional use of small pictorial units in a variety of novels, such as the graphic eye in The Sound and the Fury that ”says” "Keep your eye on Mottson”;
Reverend Hightower’s hand-made sign advertising ”art lessons” in Light in
August; the inverted triangle as map of the vanishing wilderness in "Delta
Autumn"; the repeated graphic crosses that appear throughout A Fable as a
leitmotif; and most importantly, the picture of Addie Bundren’s coffin in Ag
ILay [2ying.2 In the latter example, Faulkner has transposed his own early inclination for substituing an image for that which resists verbalization into a
dynamic fictional device:
They laid her in it reversed. Cash made it clockshape, like this-

bevelled and

with every joint and seam

scrubbed with the plane, tight

as a drum and neat as a sewing basket, and they laid her

in it head to foot so it wouldn’t crush her dress. It was her
wedding dress and it had a ﬂare-out bottom, and they had
laid her head to foot in it so the dress could spread out, and

they had made her a veil out of a mosquito bar so the auger
holes in her face wouldn’t show. (88) [emphasis added]

I reproduce the passage in whole because it provides an especially fecund
example of the dialectical nature of word and image that informs Faulkner’5
work from his earliest artistic productions. Why, for example, would Faulkner have Tull, a member of the outside community, draw the reader a picture
2 In addition to these pictorial symbols, Faulkner also uses physical gaps between words as
”pictures of absence" in As I La D in as well as graphic constructions such as the striking
piece of concrete poetry, ”And you are -- ? / Henry Sutpen," in Absalom Absalom! p. 298.
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of Addie’s coffin? Why not just “say it"? Why would Tull grant iconic status
to the (relatively) unimportant pine box, a mere container, while merging the
description of the deceased mother, the cherished contents of the box, back in

with the body of the text? In other words, why is the inside of the drawing of
the coffin left blank?
The closer one looks at the interaction between word and image in
Faulkner’s fiction, the more one realizes just how fundamental this aesthetic
is to his entire artistic production. Of course, one answer to the riddle of
Tull’s picture is that he does "say it,” that is, he ”speaks” the coffin in pictori-

ally graphic terms, but even if we accept this rather complicated notion for the
time being, we are left with ever more intriguing aspects of the word/ image

dialectic in the remainder of the passage. For instance, after Tull draws the
picture of the coffin that ruptures the textual ﬂow of the passage by calling

attention to itself as an iconic figure, the box becomes a type of frame for the
reader, who then is urged to place visually an image of Addie’s corpse in the
coffin ”head to foot,” in reverse fashion, thereby mimicking the original odd
act of interment committed by the other Bundrens. This act of reader/ character identification is further aided by several carefully chosen repeated details

in the ensuing sentence: The dress is a “wedding" dress which has a ”ﬂareout” bottom; Addie has been laid in the coffin ”head to foot” so the dress can

“spread out." These repeated textual details, placed as they are within the

shadow of the box, as it were, literally demand visualization on the part of the
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reader: the specific details may vary from reader to reader, but any sensitive
inspection of this passage inevitably results in the reader’s mental creation of

some type of bell-shaped dress in the framed geometric shape of the pine box.
The last segment of the paragraph further complicates the interpretation of this unique passage. Tull informs us that ”they had made her a veil
out of a mosquito bar so the auger holes in her face wouldn’t show." If Tull
has, for some reason, purposely avoided ”picturing” Addie in this passage,
first by drawing the outside of the box that contains her, then by emphasizing
the shaped formal pattern of the wedding dress that shrouds her body, why
would he, in the paragraph’s final sentence, leave the reader with one of the
most terrifying images in the entire novel, the dead face of the mother desecrated with auger holes? Why would Tull show us the very image that the
text, through the imposition of the veil that “wouldn’t show" her face,
attempts to hide? More importantly, what does this interaction between

word and image tell us about Faulkner’ 5 overall approach to fiction?
In many ways this study is dedicated to answering such questions, for if
one looks closely at the dynamic between word and image in Faulkner’ 5
work, one begins to see it operating on a variety of formal, thematic, and perceptual levels. This tendency toward the pictorial is not surprising when one
considers that Faulkner began his artistic career as a draftsman and illustrator,

and that ”he always looked at things with a painter’s eye” (Adams 19). What
is surprising, given the artist’s intensive early devotion to the visual arts as
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well as modernism’s self-insistence on being interdisciplinary, is the lack of
critical attention focussed on the pictorial dimension of Faulkner’s fiction, a

concern that embraces a host of aesthetic and philosophical issues including
such vital themes as narcissism, voyeurism, perception, representation, pow-

er, and (self) knowledge. Art objects permeate Faulkner’5 work in many
forms, from simple homemade objects such as Benjy Compson’s still-life of
jimson weed in The Sound and the Fary, to more ominous folk creations
such as Sam Fathers’ bier in Go Down, Moses, to high Modernist artworks

such as Gordon’s torso in Mosquitoes. Faulkner’ s obsessive use of urns and
vases is superceded only by his fascination with mirrors, pools, and other reﬂective surfaces that often serve as metaphors for artistic representation and
the transfer of knowledge through aesthetic means. Sculpture is nearly omnipresent in Faulkner’ 5 fiction, whether in direct form such as the monument of the Confederate soldier standing vigil on the Oxford square, or indirectly in allusions that turn characters into art such as the descriptions of
the mounted Jewel Bundren as an equestrian statue or Temple Drake as a
funerary sepulchre.
Indeed, a close look reveals that Faulkner’ 5 work is characterized by a

push-pull relationship between words and images, beginning with his early
cartoons and illustrations that frequently incorporate words, what W. I. T.
Mitchell would call ”the textual other/'3 into the pictorial field and extending
3 Mitchell’s work consistently investigates the dynamic relationships between visual and
verbal modes of perception. See his seminal work, Picture Thmgy: Essays on Visual and Yerbal

Rgpgeseptation. Chicago: Chicago UP, 1994.
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to the later fiction that regularly features stopped-action scenes, what Faulk-

ner called ”tableaus,” as a pictorial counterpoint to the narrative thrust. The
visual character of the Faulknerian narrative assumes many forms, from the
careful delineation of character established through a few well-placed lines, to
specific pictorial techniques such as the use of the silhouette and the framed
image, to compositional elements and formats that undergird the narrative
action in a drama of abstract shapes. Mitchell’s study of William Blake’s
“composite art” offers an interesting model for the study of such word/ image
interaction in Faulkner’ 5 work, particularly in The Marionettes since Mitchell’s focus on “the relation of the visible and the readable to be one of negation and interdiction, a site where power, desire, and knowledge converge in
strategies of representation” (Biatnga 82) is, given Faulkner’ s struggles with

vocation, particularly effective in interpreting the interaction of word and
image in his work.
Although critical investigation of the interart aspect in Faulkner’ s fic—
tion has lagged behind that of other modernist writers such as Hemingway,
]oyce, Stein, and Woolf,4 since the widespread availability of Faulkner’ 5 early
4There is a long list of writers to have received critical attention on the visual aspect of their
work. Among the many fine individual studies of single author, see Emily Stipes Watts, jinn;
ingway and the Ants. Urbana: U of Illinois P, 1970; Archie K. Loss, [oyga’s Visibla Art. Ann
Arbor: UMI Research P, 1979; and Diane Filby Gillespie, l he Sisteas’ Aﬂﬁi The lyn'ting and

Painting of Virginia Woolf and Vanessa Bell. Syracuse: Syracuse UP, 1988. In addition to nov-

elists, many poets of the era were significantly inﬂuenced by the visual arts. See Bram Djikstra, h i_rol chiso -NwS--: U9!
'iz- o |€__Para 0 W'i-u
Carlos Williams. Princeton, N. 1.: Princeton UP, 1969, and Glen MacLeod, Wallacg Stevens and
Modem Art: From the Agnory Show to Abstrag Exprgssionisrn. New Haven: Yale UP, 1993.
For a larger perspective and comparison of writers, see Marianna Torgovnick, W
Pictgn'alisin, and tng Ngvel. Princeton, N. J.: Princeton UP, 1985, and Deborah Schnitzer, Ila
lfictonﬂ in Modarnist Eigign. Ann Arbor: UMI Research P, 1988.
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graphic work in publications by Joseph Blotner (A Biography), Noel Polk (’ng

Marionettes), Carvel Collins (Early Poetpy and Prose, New Orleans Sketches,
_M_ayciay), and Judith Sensibar (Vision in Spring), critics have become increasingly interested in the peculiar dynamic that informs Faulkner’s relation to
the visual arts. Wright Morris’s 1952 article, ”The Violent Land: Some Observations on the Faulkner Country,” was the first glimpse into the ”museum
world” of Faulkner’ 5 fiction. Morris’s sense of deja vu when turning from a
Faulkner novel to an album of modern paintings led him to categorize the
writer as an "expressionist,” of the same school as Soutine, Munch, Kokos-

chka, Rouault, and Van Gogh: ”Faulkner does not merely use a certain technique, nor resemble certain painters. . . he is one of them. What he has to say
projects itself in the same way” (100). Ilse Dusoir Lind in ”The Effect of Painting on Faulkner’ s Poetic Form” (1978), echoing Morris's original insight, be-

ieved that ”[elvery reader of Faulkner who is interested in modern painting
associates certain twentieth-century masterpieces with images in Faulkner’ 5
work” (145).

Several critics have examined the influence of Aubrey Beardsley on
Faulkner’s early work. Both Addison Bross (1967) and Timothy Conley (1976)

recognized the shared iconography (peacocks, fem m e fa tale figures, the dandy,
and the rococco formal garden) and the general sense of decadence that appear

in both Beardsley’s drawings, especially those done as illustrations for Oscar
Wilde’s Salome and in Faulkner’ 5 early fiction, particularly in his first novel
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Sgldier’s Pay (1925). Thomas Inge, in ”Faulkner Reads the Funny Papers”
(1981), has argued for the importance of the Sunday comics as well as for the

Jazz Age illustrations of John Held, Jr., on Faulkner’5 graphic style. The most
impressive of these studies by far is Lothar Honnighausen’s William Faulkner: The Art of Siylization (1987), which currently remains the only book

length study of the writer’5 relationship to the arts. By placing Faulkner’s early graphic and literary work in the context of art nouveau, the arts and crafts

movement, and early modernism, Honnighausen demonstrated not only the
pervasive influence of Beardsley on the young writer, but also the importance

of calligraphy and design on Faulkner’ 5 developing aesthetics. Honnighaus—
en’s emphasis on Faulkner’ s artwork as artistic productions in their own right
and not as merely preparatory material for the later fiction provides an im-

portant contextual background for the further investigation of word/ image
interaction in Faulkner’s fiction.
Several critics have dealt with Faulkner’s relationship to cubism.

While it has become a critical commonplace to label The Sound and the Fury
”cubist” because of its four separate narrative perspectives, only a few critics
have provided a deeper investigation of its more subtle structural and expressive effects. Panthea Reid, in ”Faulkner’s Cubist Novels" (1980), explored

the effect of cubism on Faulkner’s aesthetics, emphasizing his use of multiple
viewpoints, ﬂattened planes, and collage-like effects that function analogous-

ly to the spatial disruptions found in cubist painting. In a later essay, ”The
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Scene of Writing” (1993), Reid analyzed Faulkner’s method of composition,

which featured endless revisions, and the shifting, cutting, and pasting of various sections of the manuscript into new spatial locations within the text, a
technique that mimics the construction of cubist pictures. Focussing on ALL
LayDying, both Watson Branch (1984) and John Tucker (1985), in competing
essays, offered differing interpretations of Dar] Bundren’s ”cubist vision.”
The study of Faulkner’ 5 relationship to the arts began to take a more
theoretical turn in several essays from the 19905. James Carothers (1992) ar-

gued for the overall importance of sculpture in Faulkner’s fiction, while
Claus Daufenbach (1997) analyzed Faulkner’ 5 choice of sculpture as the central image that structures his second novel, Mosquitoes. At the 1993 Yoknapatawpha Conference dedicated to ”Faulkner and the Artist,” both Susan

Donaldson and Candace Waid investigated Faulkner’ s ”gendered” aesthetics.
In "Cracked Urns: Faulkner, Gender, and Art in the South,” Donaldson

argued that Faulkner conceived of the artist as male and the object of artistic
desire and creation as female. For Faulkner, "urns suggested the possibility of

containing women within the realm of a rigorously masculine art" (53).
Waid’s article focusses on ”Faulkner’s Artists,” arguing for ”Elmer” as the
early model for other artist types such as Horace Benbow and Quentin Comp—
son who are similarly ”both haunted and lured by the troubling presence of
the female body" (208).
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My own approach seeks to build on this small body of criticism regarding Faulkner’s use of the visual arts in his fiction and to extend the range of

interpretive strategies in order to provide a more comprehensive view of this
complex relationship. To this end, each chapter examines a specific dynamic
of Faulkner’5 experiments with words and images, from his earliest attempts
at becoming a visual artist to his creation of stopped-action tableau-like scenes
in the later mature fiction. Because of Faulkner’s voluminous output as a

writer, a comprehensive analysis of every pictorial scene in his fiction is quite
outside the scope of this project; I have therefore limited the range of critical
investigation to carefully selected examples from a variety of ”composite
works,” short stories, and novels that demonstrate Faulkner’5 main pictorial
tendencies. In the relatively narrow space this study provides for an examination of the visual in Faulkner’5 fiction, I see myself as a type of curator who
has assembled only a portion of the artist’s voluminous output, but in the

careful choice of material nevertheless is able to present an engaging and
fairly comprehensive vision of the dominant issues involved in his work.
This study begins with an introduction to Faulkner’s intimate relationship with the visual arts, focussing on his apprenticeship as a graphic artist
who frequently mixed verbal and visual representations. Faulkner’s early

interest in the Sunday ”funny papers” foregrounded what would become a
fundamental aspect of his aesthetics, that the visual and the verbal were not
mutually exclusive media but were merely two different modes of expression

Wilhelm 15
that could, separately or together, tell a story. As he matured, Faulkner’s

interest in the language of comics was naturally transferred to national maga-

zines such as Life, Vanity Fair, and the New Yorker, publications that regularly featured single panel cartoons and stylized illustrations of various texts. In
his own drawings and illustrations for the college publications at the University of Mississippi, Faulkner experimented with this same visual-verbal
dynamic, and by looking at the compositions and techniques employed in
these works, I demonstrate the particular idiosyncrasies and stylistic habits
that inform the artist’s visual grammar as developed in these early graphic
images.

Faulkner's continuing development as a ”multi-talented” artist is explored in chapter two by analyzing his two illustrated books, the symbolist
dream play The Marionettes (1920) and the chivalric romance Mayday (1926).
Both of these works give full visual form to what eventually becomes one of
Faulkner’s most fundamental narrative strategies, the design and placement
of pictorial images throughout a text as a running "picture story” that alternately supports and deconstructs its textual counterpart. J. Hillis Miller, in his
discussion of George Cruikshank’s illustrations for Dickens’ novels, defines

the relation between word and image in this hybrid genre as "clearly reciprocal. . . . Each illustrates the other, in a continual back and forth movement

which is incarnated in the experience of the reader as his eyes move from

words to picture and back again, juxtaposing the two in a mutual
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establishment of meaning. . . . The pictures are about the text; the text is about

the pictures” (46). Such a dynamic is clearly evident in Faulkner’s own handcrafted books that similarly mix calligraphy, design, and illustration with
narrative, but the word/ image interaction attains further resonance since
Faulkner himself provides the illustrations to his own written text.

In chapter three, the discussion of Faulkner’s graphic style is transferred from the drawing table to the world of textuality, where the focus on ”pic—
tures in the text” reveals Faulkner’s continuing development of techniques

and compositional strategies first inculcated through his training as a visual
artist. Faulkner’s exposure to modern art, particularly his interest in Cezanne
and Picasso, both intensified his pictorial imagination and complicated his
compositional aesthetics by foregrounding the abstract components of design
as a drama of shapes that reinforced the realistic content of their paintings.
By looking at specific cubist works from both the movement’s initial analytic

phase (1907-1912) and from the later synthetic period (1913-1924), I show how
Faulkner was able to adapt particular cubist strategies into fictional structures
that defamiliarize the reader to narrative events. Indeed, in many ways,
readers of Faulkner’s work-~especially the novels of the major phase (19291936)--are confronted by an aesthetic experience much like the viewers of a
cubist painting, where meaning is achieved by piercing the dense surface, ana-

lyzing its various facets, synthesizing diSparate viewpoints, and by fusing
together these components in the mind’s eye.
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The final chapter examines the relationship between Faulkner’ 5 early

training as a visual artist and his later use of pictorial scenes in his fiction that
function as nodal passages that convey essential thematic information. In his
seminal study The Sister Arts, Jean Hagstrum claims that ”[i]n order to be

called ’pictorial,’ a description or an image must be, in its essentials, capable of
translation into painting or some other visual art” (xx). Viola Hopkins Winner, in her study of Henry James, insists that pictorialism is ”the practice of
describing people, scenes, or parts of scenes as if they were paintings or sub—
jects for a painting, and the use of art objects for thematic projection and
overtone” (70). Faulkner’ s pictorialism consistently encourages the visualization of the text by either freezing narrative action in a ”static arrest” or by
framing significant scenes through the use of formal structures such as the
window, door, and/ or mirror. By presenting these visual scenes like they
were paintings hung in a gallery, Faulkner encourages the reader to view the
narrative itself as an extended ”picture story” where images and pictorial
passages connect, reverberate, and synthesize in an ineffable complexity.
The purpose of this study is to show how Faulkner used the visual arts

in his fiction to create a new strength in prose. Baudelaire had insisted that
the ”characteristic symptom of the spiritual condition of our century is that
all the arts tend, if not to act as a substitute for each other, to at least supplement each other, by lending each other a new strength and new resources”

(112). And indeed, I mean to show that Faulkner’ 5 early apprenticeship as a
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graphic artist trained him to see pictorially as a writer; that his engagement
with the visual arts is broad and exemplary in its persistance and is displayed

throughout the entire range of his career; and that this subject is crucial to an
understanding of Faulkner’ 5 fiction. Indeed, it is my contention that Faulk-

ner’s early experiences as a graphic artist gave him a distinctly visual aesthetic, and that in his fiction he creates pictorial scenes based on the compositions
of his earlier drawings and illustrations, and from his study of and exposure
to the visual arts, especially comic strips, illustrated books, and modern painting. However, my interest in Faulkner’ 5 relationship to the arts is not limit-

ed to issues of influence and traditional comparative strategies; on the contrary, I believe that the word/ image interaction in Faulkner’s fiction operates
on a variety of thematic, formal, and perceptual levels that only more recent
theoretical approaches can elucidate.
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Chapter One: Apprenticeship in Picture and Word
For where is that ﬂesh, what hand holds that blood to shape this dream within me in marble
or sound, on canvas or paper, and live?
-Faulkner, Ngw Orleans Sketches, ”The Artist” (1925)

An artist is a creature driven by demons. He don’t know why they choose him and he’s usually
too busy to wonder why. He is completely amoral in that he will rob, borrow, beg, or steal

from anybody and everybody to get the work done.
-Faulkner, Lion in the Garden (1968)

If Faulkner enjoyed telling peOple he was ”a failed poet,” he could have
just as easily referred to himself as ”a failed cartoonist,” since he apparently
carried the desire to be a graphic artist into his twenties, even hoping to find
employment as an illustrator in New York during his brief residence there in
1921.1 In analyzing his work as a graphic artist, it is important to note that

Faulkner did not first study the visual arts, then forsake them for literature:
he worked in both modes simultaneously, sometimes keeping the visual and
the verbal separate in individual creations, but often combining the two media in the same artistic production. He continued to make drawings and handlettered, illustrated texts such as Mayday (1926) even after he had published
his first book of poetry, The Marble Faun (1924), and his first novel, Soldier’s

ﬂay (1925). In fact, as Faulkner was providing the illustrations for the "Red
and Blue” and ”A. E. F." clubs and other ”Social Activities” on campus for the

1919-20 annual Ole Miss he was also publishing his first poems, short fiction,
and literary criticism in the student newspaper ”The Mississippian.” This is
an important distinction since it highlights Faulkner’s multiple creativity
1 See Joseph Blotner, Fanlkner: A Biography, vol. 1, (London: Chatto and Windus, 1974), pp.
315-26.
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and stresses the importance of viewing his work as inextricably bound in a
dialectical relationship that incorporates both visual and verbal modes of
representation.

Indeed, after finishing his third novel in as many years, Flags in the
_D_l_1_§_t_ (1927), Faulkner, in an unusually euphoric mood, dashed off a letter to
his publisher Horace Liveright, claiming ”I have written THE book, of which
those other things were but foals” (Blotner 557). Apparently, however, the
verbal feat was not enough for the young artist, for in the postscript Faulkner
makes clear his desire to illustrate the text as well: ”I have an idea for a jack-

et. I will paint it soon and send it up for your approval . . .” (Blotner 557).
Such ebulliance on the part of the young writer was, as Faulknerinans know,
short-lived, but in this instance, Faulkner’s “splendid failure” registered on
both fronts: Liveright considered ﬂags in the Dust awkward and clumsy and
recruited Ben Wasson to restructure the manuscript into the abridged version Sartoris and Faulkner’s watercolor of ”a Negro and a mule plowing a
field in the springtime with a very springlike blue sky above” was ﬂatly rejected (Blotner 223).2

Although critics have traditionally agreed with Liveright and summarily dismissed Faulkner’s artwork, scholars such as Lothar Honnighausen and
Panthea Reid have taken Faulkner’ 5 interest in the arts as seriously as the

2 See Ben Wasson’s account of this incident as related in the updated version of Joseph Blotner,
Fanlkner: A Biography. New York: Random House, 1984, pp. 223-24. Like several of Faulkner’s other works of visual art from this time, this watercolor’ s location is unknown, and is

presumed destroyed.
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young artist himself, and in their work have succeeded in constructing a
much more comprehensive View of the writer than most critics who seem to
believe that Faulkner’s career began with The Sound and the Fury, the great
Modernist text occurring as if by divine intervention, springing full grown,

like Athena herself, from the brow of Zeus. In this respect, the study of
Faulkner’s apprenticeship becomes not a tangential exercise in source hunting and influence, but central for an understanding of the development of his
complex aesthetics that, like the viewing of a monument, requires multiple
perspectives in order to comprehend the complete picture.

Ilse Dusoir Lind, in her essay ”The Effect of Painting on Faulkner’s
Poetic Form,” has suggested that Faulkner’s relationship to the arts differs

from other Modernist writers such as Hemingway and Stein due to its ”active
nature” (127); that is, as an artist capable of expression in both visual and verbal media, Faulkner’s work forms a composite aesthetic similar to that of oth—
er multi-talented artists such as William Blake, Dante Gabriel Rossetti, and

Michelangelo.3 Critics who believe in the validity of the Dopplebegabng, or

multi-talented artist, frequently assert that the ability of an artist to create both
verbal and visual representations is a prime instance where "the different arts
merge in the personality of one person,” with ”such variables as the artist’s
style, his development, and his idiosyncrasies tendling] to carry over from
one art to the next, thus making discussion and understanding considerably
3 For more on this concept, see Kent W. Hooper, ”The Multi-Talented Artist: Toward an Abductive Approach,” Mosaic, vol. 31, No. 1 (March 1998), pp. 43-60.
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easier” (Hines 15).

What I want to discuss in this chapter is precisely this dimension of

Faulkner’ 5 work, how his style, development, and idiosyncrasies as a graphic
artist thrive on a collaborative interplay between image and word at the most
fundamental level, and how this experience in making pictures imbued him
with a distinctly visual aesthetic that ultimately shaped the form and language of his later novels. Since these tendencies are indelibly linked, this
chapter interweaves two approaches to viewing Faulkner’ 5 early graphic

work, one about word/ image interaction, what W. J. T. Mitchell refers to as
”iconology,” and one about pictorial composition, defined by Rudolph Arnheim as ”an arrangement of definable shapes organized in a comprehensive
structure” (1). The ﬁrst engages the primal ”pictive/ scriptive” scene4 of
Faulkner’s composite aesthetics, emphasizing the specific dynamics between
word and image that informs Faulkner’ 5 work from his earliest artistic productions, his high school and collegiate cartoons and illustrations that frequently incorporate words into the field of pictorial representation through
design, calligraphy, and the use of captions. The second views Faulkner’s use
of composition as a visual grammar that informs the deep structures of his
pictorial productions, encompassing such concerns as the representation of
objects, the description of scenes, the construction of figures and other images,
and the shaping of visual elements into determinate formal patterns. In this
4For further theoretical implications of this visual/verbal structure, see W. J. T. Mitchell,
Picture Theogy: Essays on Verbal and Visual Representation. Chicago: U of Chicago, 1994, pp.
91-95.
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sense, the study of Faulkner’ s pictorial compositions offers interesting insights into the startling complexity of the later novels by providing full visual

form to some of Faulkner’s most fundamental stylistic idiosyncrasies such as
the use of the tableau, the focal garment, the inset story, and the vertical

frame. Although these drawings are highly instructive for a clearer View of
Faulkner’s later work, they must first be examined in the context of the their

own making as cartoons and illustrations that exploit the dual modes of visual and verbal art forms.

Faulkner’s Funnies: Trains, Brains, and Bi-Planes

Unlike most artists, Faulkner’s apprenticeship began at home. Stories
of the young artist’s early creative impulses are abundant in the many memoirs and recollections published by his relatives and other youthful companions, such as the time Faulkner carved a lion out of butter or led groups of

neighborhood boys in the construction of miniature villages,5 an activity that

was later transferred into fiction as the opening scene of The Unvanquished,
where Ringo and Bayard stage the Battle of Vicksburg. Maud Butler Falkner
had been to art school herself but had been forced to quit her studies in order
to take care of her mother, Lelia Butler, who had also studied art, and who,

after Maud’s marriage to Murray Falkner, joined the family in Oxford in 1902,
5David Minter, William FaulQer: His Life and Work. 1980. Baltimore: Johns Hopkins UP,
1997, p. 11. For more accounts of Faulkner’s youthful creativity, see Blotner, W
Biography; John Falkner, My Brother Bill: An Affectionate Reminiscenge. 1963. Athens: Hill
Street P, 1998; Murray C. Falkner, The Falkners of Mississippi: A Memoir. Baton Rouge: Louisiana State UP, 1967; and John B. Cullen with Floyd C. Watkins, Old Times in the Faulkner

Country. Chapel Hill: U of North Carolina P, 1961.
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bringing her easel and playful imagination with her. In a 1955 interview with
McCall’s Maud Falkner admitted that she had ”tried too hard to steer [Wil-

liam] into being a sketcher and a painter” in his youth, but apparently she had
done an admirable job since Faulkner had learned to draw as well as read before being sent off to the public schools. If the young artist resented his mother’s inﬂuence he certainly didn’t seem to show it, since Faulkner drew constantly in his youth, ”obsessively,” one former schoolmate recalled,6 and was

frequently asked to put his talents to use by drawing the teacher’s examples on
the blackboard (Blotner 95). Faulkner’s zeal for making pictures, whether
from observation or imagination, is reflected in his numerous doodlings of
trains and ﬂying machines that he sketched in several of his books from
childhood, such as the locomotives in his first grade reader and in a Baptist
hymnal (Blotner 94). Blotner also records that the young ”precocious” artist
gave his beloved first grade teacher, Miss Annie Chandler, ”a watercolor com-

prising not one but three separate scenes” (94), an intriguing example since
Faulkner would so often use the triptych structure in his novels, but the composition of three scenes within the format of a single picture also points to
Faulkner’s early intense preoccupation with the Sunday comics.
Thomas Inge has cogently argued for the influence of the ”funny pap-

ers” on Faulkner’ s imagination,7 a fact encouraged by Miss Maud’s enrollment of her son in a national contest for cartooning in 1911, an entry which
6 Ralph Muckenfuss, interviewed by Joseph Blotner on 9 April 1967. See Blotner, pp. 139-40.
7 See Thomas lnge’s ”Faulkner Reads the Funny Papers," in F_aulkner and Humor: ﬂaulkner and

Y0_knap_a_t_aﬂp_lg, eds. Fowler and Abadie, (Jackson: UP of Mississippi, 1986), pp. 153-90.
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won the young artist ”honorable mention” (Blotner 95). Faulkner learned to
read in part through his exposure to newspapers such as the local Oxford
Eagle and to larger publications such as the Memphis Commercial Appeal

and the Hearst Chicago American, both of which carried special Sunday color
comics sections in addition to the daily strips which became commonplace
after Bud Fisher’ 5 Mutt and Jeff debuted on November 15, 1907. Comic strips
such as The Katzenjammer Kids (1897) by Rudolph Dirks, Buster Brown

(1902) by Richard Felton Outcault, and Happy Hooligan (1900) by Frederick

Burr Opper were regular features of the newspapers by the time Faulkner began developing his artistic abilities and would have certainly caught the eye

of the young artist since the medium overtly engaged both the visual and the
verbal on the same page that told a ”picture story.” Indeed, Blotner recounts
that by the time Faulkner had entered sixth grade, he ”seemed to care for
nothing but his writing and his drawing,” the images of cowboys and broncobusters now supplemented by stories he had written as well (120).
The immediate appeal of these early comics, especially in the genre’s
infancy, was the brightly colored characters and settings that featured misfits,
tramps, and petty criminals involved in outrageous scenarios that typically
mixed extreme Violence, overwrought sentimentality, and a black sense of
humor that appealed to young boys and adult readers alike.8 Most of these
8 On the history of the comics, see Stephen Becker, Comic Art1n America: A Social History of
the Funnies the Political Cartoons, Magazine Humor, Sporting Cartoons and Animated Cartoons. New York: Simon and Schuster, 1959; John O’Sullivan, l he Great American Comic Strip.

Boston: Bulfinch P, 1990; and D. M. White, The Funnias: An American Idiom. New York:
Simon and Schuster, 1963.
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renegade characters were derived from Outcault’s The Yellow Kid (1895), a

Dickensian street urchin who knocks about the slums of Manhattan display-

ing his verbal wit through the scrawled messages printed on his bright yellow
nightshirt, a tactic that gave rise to the phrase ”yellow journalism” [Figs 3, 4].
Outcault’s training in the Paris academies enabled him to infuse his compositions with a complexity and dynamism at odds with most of his contemporaries, and his inclusion of the textual element within the frame of the pictor-

ial field itself sutured language to image in a reciprocal relationship that defines the comic/ cartoon idiom to this day. The use of backstreet dialect and
criminal slang was also immensely important for the realism of these early
cartoons, and echoes similar contemporaneous experiments with language by
Theodore Dreiser and Stephen Crane.9 In the world of the funnies, characters

rarely ”speak well" as the violence of their language usually reflects the socioeconomic conditions of the characters themselves. As Popeye would later say:
”I yam what I yam and that’s what I yam" [Fig. 5].

Faulkner’ 5 interest in the funny papers coincides with the golden age of
cartooning, as the years 1907 to 1920 saw the first great crystallization in
American comics, when the grand lines of the major categories became apparent such as married couples, kids, adventure, girls, animals, and slapstick,10

all subjects that figure prominently in Faulkner’ 5 later fiction. In addition to
9 On Faulkner’s use of criminal slang in the early prose sketch ”Frankie and Johnny” and in
Sanctuary, see Inge, ”Faulkner Reads the Funny Papers,” pp. 162-65.

10 For more on the development of sub-genres within the super-structure of these early comic
strips, see Becker, Comic Ag in Angelica, and White, The Funnias.
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certain stylistic affinities, several strips offered Faulkner modern themes that
would become immensely important for later novels like Sanctuary and ﬂ;
l_o_n, such as Cliff Sterrett’s Polly and Her Pals [Figs 6, 7], which featured Maw

and Paw Perkins and their attractive daughter Polly beset by hordes of college
suitors,11 and George McManus’s Bringing Up Father [Figs. 8, 9], the ”man
and wife strip” of the nouveau riche in which the exasperated Maggie tries
unsuccessfully to wean her ne’er do well husband Jiggs from the world of his
cronies at Dinty Moore’s tavern.12 Rudolph Dirks’ Katzenjammer Kids in-

augurated the ”Slam! Bang! Pow!” school of comics and so impressed Faulkner that years later in mght in August, he specifically mentioned the enormously popular strip as a referential frame for viewing Mrs. Hines’ entrance
into the Mottson courthouse: ”[It was] like a scene out of the Katzenjammer
kids in the funny papers.”13 Among Dirks’ techniques that would heavily inﬂuence the form and style of future comic artists were the regular use of
speech balloons for comic effect, the invention of visual shorthand symbols
such as stars of pain and motion lines, the use of a developing idea, and a
11 Sterrett’s Polly and He r Pals, introduced to readers in 1912, pioneered a genre that would
find increasing popularity in the 19205 and 19305, the ”pretty girl” strip that dwelt specifically with modem courtship rituals. See Richard Marschall, America’s Great Comic Strip
Artists. New York: Abbeville P, 1989, pp. 135-50.

12 Beginning in 1913, George MacManus’s Bringing U p Father documented the ongoing drama
between Jiggs and Maggie for the next forty-two years. For a selection of MacManus’s work on

the strip, see George MacManus, Bringing Up Father Starring Maggie and |iggs. New York:
American Life Books, 1983. On Jiggs relationship to his namesake in Pylon, see Inge, ”Faulkner

Reads the Funny Papers,” pp. 182-86.
13 Light in August, p. 353. In addition to the verbal allusion, Faulkner cuts and frames the
image like a cartoon panel: ”He said she wasjust tall enough to see over the counter, so that

she didn’t look like she had a body at all. It just looked like somebody had sneaked up and set
a toy balloon with a face painted on it and a comic hat set on t0p of it, like the Katzenjammer
kids in the funny papers."
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permanent cast of characters [Fig. 10]. An early panel provides an excellent
example of the enormous comic energy and complexity that Dirks was able to

instill in his work through the use of dynamic gestures and a controlled line
of action [Fig. 11], devices Faulkner would experiment with in his earliest

attempts at cartooning.
The significance of Faulkner’ 5 interest in the ”funny papers” from an
iconological perspective is that the medium directly engages the primal scriptive scene of word/ image interaction that constitutes the backbone of Faulk-

ner’s aesthetics. Whereas previous generations of readers and critics looked
upon comics as a lowly form of popular ”art,” dismissed as easily as dropping
a section of the newspaper in the trash, recent semiotic and cultural theory

views this unique interdisciplinary genre as a specialized art form with its
own specific language. Roger Sabin, in his history of the comics, argues that
”comics . . . combine to constitute a weave of writing and art which has its
own syntax, grammar and conventions, and which can communicate ideas in
a totally unique fashion” (8). Comics engage the reader/ viewer on a variety
of fronts, ”from the way in which words and images can be juxtaposed to generate a mood; to how the amount of time that is allowed to elapse between
images can be used for dramatic effect; to the way that cinematic cutting can
be used for extra movement” (8), all techniques that would become increas-

ingly important for the development of Faulkner's mature artistic vision.
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Another important component of the comics, whether in strip form or

single panel, is the collaborative effort of both picture and word to articulate a
narrative, an effort that led to the predominant imagery being supplemented

by language in the form of diegetic markers usually located in the margins or
in thought or speech balloons that co-existed in the same pictive/ scriptive
space as the depicted action, scene, or bodies.14 This is not to say that the
young Faulkner would have been consciously aware of such theoretical mod—
els integrating image and word, but the fact that he was a practicing cartoonist

assured that he had to come to terms with the verbal / visual interaction at
some level. In the drawing of images that are indelibly linked to words in the
pictorial field, Faulkner, like any other illustrator, would have been forced to

achieve some type of harmony between picture and word through a shared
sensibility of mood, gesture, and/ or action.
In the Brodsky Collection, there are ten drawings Faulkner made for
his 1913 high school yearbook that reﬂect his interest in the comics. Although still quite juvenile in execution, these early illustrations nevertheless
contain an interesting interplay between the visual and the verbal, suggesting

that Faulkner had moved on from mere copying or doodling to a more mature approach. Comical in nature, eight of the ten rather amatuerish draw-

ings contain, in addition to the pictorial representation, a written caption
positioned below the image that reinforces the theme. In several of these
14 For more on visual/ verbal theory in the comics genre, see Will Eisner Comics and Sequential
ﬂ. Florida: Poorhouse Press, 1985, and Scott McCloud Understanding Comics. London:

Harper Collins, 1994.
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drawings, Faulkner has caricatured the school’s authority figures as disciplinarians through their rigid poses and stern expressions, as in the cartoon
”Taking His Medic[i]ne” [Fig. 12], where the broadbacked, frowning teacher

pours ”Knowledge” from what looks like a cereal box into a funnel emerging
from the young boy’s brain, an act that seemingly energizes the student for
the race of life. Compositionally, the picture is divided into three horizontal
bands that function as the backdrop to the figures, a structure used throughout many of these drawings.
Also important is the fact that words just won’t stay in their sanctioned

place at the bottom of the drawing; they creep up into the pictorial field
through the labels attached to the bottles lining the shelf, and through the artist’s stylized signature that forms a visual stop at the drawing’s lower right
margin. The motif of the container, which the adult Faulkner would transfer
to images of females and urns, is evident in the image of the box labelled
”Knowledge,” but in another drawing the container is imaged as a keg of beer

from which an old bearded hillbilly attempts to drink [Fig. 13]. Again, Faulkner uses the device of the label to identify the keg’s contents as ”Knowledge,”
but in this drawing the setting is more of an abstract pattern created by a swirl
of cross—hatched lines that foregrounds the figure and the keg. The dialogue
scripted below the picture in traditional caption form, like Outcault’s Yellow
Kid, reflects the dialect of the character and infuses the entire cartoon with
comic energy: ”By Gum, That ’Ar ’Leventh Grade Never Left N ary Drap In
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Figure 12: Faulkner, ”Taking His Medic[i]ne,” 1913

Courtesy of the William Faulkner Estate

"m! GUM,Iram An LEVENTH GRADE NEVER
LEFT NAN 0MP IN TH’ KAIQI"

Figure 13: Faulkner, ”Th’ Kaig,” 1913
Courtesy of the William Faulkner Estate
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Th’ Kaig!”
Two other drawings are notable for their composition and use of struc-

tural patterns that would become fundamental to Faulkner’s aesthetics. One
features Faulkner’ 5 favorite teacher, Miss Ella Wright, who, in a very dramatic pose, smiles gleefully as she grinds out punishment from a device labelled
”Demerit Mill” onto a fierce, heavily bearded figure standing beside her with
”A. Lincoln” written across his chest [Fig. 14]. At Lincoln’s feet, in miniature,

Faulkner has drawn a scene that tells a picture story justifying the President’s
punishment: an aggressive Federal Soldier carrying a Union flag and brand-

ishing a knife attacks a much smaller unarmed figure who barely holds aloft a
Confederate flag. The darkened lines energizing the Federal Soldier contrast
with the open line drawing of the smaller figure, whose conciliatory gesture
highlights the menacing force of his attacker. The inclusion of a miniature,
or inset, story within the framework of a larger narrative would become one
of Faulkner’s most exasperating fictional devices, especially the long digress—
ion in A Fable but here the technique, in its embryonic state, is used for clarification purposes and is directly related to its parent image. In a further declaration of the young artist’s feelings on this obviously emotional issue, he has
scripted the defiant caption: ”Them’s My Sentiments.”

In another drawing entitled ”De Faculty” [Fig. 15], Faulkner depicts the
faculty of Oxford High as a lineup of five teachers, four holding signs designating their subject areas, while the fifth figure, apparently the principal, is
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Figure 14: Faulkner, ”Them’s My Sentiments,” 1913
Courtesy of the William Faulkner Estate
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Figure 15: Faulkner, ”De Faculty,” 1913
Courtesy of the William Faulkner Estate
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himself labelled ”The Whole Show.” As in the previous drawing, the characters are presented in a markedly frontal composition, but here the figures are
spread out in a shallow stage-like space reminscient of a tableau or frieze,

terms which show up obsessively in the later fiction as descriptive markers
for pictorial images. Each character is individualized through the use of a
focal garment and a distinct facial expression, but Faulkner takes special care

in unifying the group through their shared postures and frontal orientation.
In a further show of compositional skill, Faulkner has broken the group of

five teachers into two groups of three and two, each linked to the others by
the signs they hold identifying their position in the school, an impressive feat
that shows Faulkner’ 5 early intuitive grasp of compositional principles.
Faulkner’s early interest in visual movement, perhaps initiated by action strips like Dirks’ Katzenjammer Kids, is reﬂected in the two drawings
that are not supplied with captions [Figs 16, 17]. Both contain images of
speeding autos, customarily labelled, and headed toward ”the future.” In the
drawing of the car full of students headed for the arched gate, Faulkner plays
with words in a unique fashion that showcases his impressive sense of humor and visual wit. By labelling the gate ”Success” in reversed letters, Faulkner
pokes fun at the ”direction” offered by ”de faculty” of Oxford High; by drawing a dust cloud in the rear that functions like a speech balloon by containing

the word ”Failure” in large block letters, the young artist creates an interesting verbal mirror effect that underscores his theme of directionless, lost
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Figure 16: Faulkner, untitled drawing, 1913

Courtesy of the William Faulkner Estate
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Figure 17: Faulkner, untitled drawing, 1913
Courtesy of the William Faulkner Estate
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students as they enter the adult world. The drawing of the bus loaded with
students and driven by a goggle-wearing teacher identified as the school’s

principal G. G. Hurst, however, relies more on the slapstick-type gestures typical of the early funnies. In the foreground Faulkner uses the typical device of
the label by positioning a road sign that points to ”Knowledge” and ”Success”;

he has also identified the occupants of the bus as ”Eleventh Grade / Special /
Conducltor]. G. G. Hurst / Clasls] of ’13." The humor in this cartoon, how-

ever, arises not from an ingenious display of verbal wit, but from the mirrored comic gestures of the two students, one who dives headlong from the bus
attempting to escape such a fate, the other desperately clinging to the vehicle
by his fingertips in hopes of ”making it.”
Faulkner’ 5 interest in cartooning was by no means limited to child-

hood. When he left Oxford for his training as an RAF pilot in Toronto (July—
December 1918), the habits incurred from his graphic experiences were transferred to the military base, as Cadet Faulkner continued to draw in his bluelined notebook, mixing pictures with words. In addition to his letters home
illustrating various aspects of military life, Faulkner frequently sketched his
surroundings, composing various scenes, real and imagined, often focussing

on rendering the bi-plane as it sat on the runway.15 Whenever Faulkner had
the chance, one former comrade recalled, he ”would take his notebook out

and quickly sketch the officers or N. C. O.’s who were taking parade or giving
the lecture” (Blotner 219). These drawings show that Faulkner’s abilities as a
15See Blotner, pp. 211-20.
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draftsman were not limited to making humorous cartoony pictures, as most
of these drawings seek to faithfully represent the cadets’ experiences through
a reliance on straightforward accurate proportions in a realistic style.

One of these drawings, rendered in blue crayon [Fig. 18], shows Faulkner’s continuing use of compositional strategies such as the tableau and the
focal garment. Before a background of university buildings and trees, Faulk-

ner has drawn three squadrons of cadets in parade formation. In the foreground, six RAF officers are positioned across the stage-like space in altemating rhythms of one, two, one, two, a compositional device that creates a vis-

ual pun on military cadence. All of these officers are similarly dressed, with
Sam Browne-type belts, full-skirted jackets, and tapering whipcord breeches.
Even though the drawing is still somewhat awkward, Faulkner does succeed
in capturing the mood and tone of his setting, for the ”garrison caps and

shiny boots which the C. O. and his adjutant wore, like the sticks which they
held, imparted a distinct air of military elegance and elan” (Blotner 219). Like
his previous cartoons that often integrated the textual component as a supplement to the image, Faulkner was not satisfied just to sketch the scene. He felt
compelled to label the picture in the same manner that he had used in his

high school comic drawings by enscribing a descriptive title for the image, in
this case lettering ”C. O.’s Parade 4. S. of A. RAF” at the bottom of the page.

The same may be said for his caricature "The ’Un,” [Fig. 19] which features a
rigid soldier in full frontal position with the integrated title positioned just
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Figure 18: Faulkner, ”C. O.’s Parade 4. S of A. RAF,” 1918

Courtesy of the William Faulkner Estate

Figure 19: Faulkner, “Th' Un," 1918

Figure 20: Faulkner, drawing for The Lilac; 1919-20

Courtesy of the William Faulkner Estate

Courtesy of the William Faulkner Estate
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above the right knee, a pose that is related to the tableau form but which finds
a more stylized depiction in later drawings of single figures such as the penand-ink emblem of a female nude [Fig. 20] that decorates his lyric poem T_he_
LLags (1919-20).16
If Faulkner first matured as a young man during his training in the
RAF, his drawing was also forced into new roles that would ultimately yield

benefits for the fiction to come. During training, each soldier was issued a
loose-leaf notebook in which all notes and special information were to be

recorded and learned by rote. To expedite this process, Faulkner occasionally
made sketches to supplement his memorization of specific details, as in the
precise architectural—type drawing of the Curtiss JN-4 (Fig. 21) which clearly
shows Faulkner’s command of line and proportion. Sometimes, though, the

impatience of the young artist shows through, even becoming visible on one
page that began as a list of aircraft identification numbers but which was subsequently turned upside down and turned into a drawing of a girl in a brief
chemise-like garment (Blotner 217). Another sketch from this time [Fig. 22],

which features a seated faun-like figure playing a ﬂute and a standing female
nude shows Faulkner’s continuing experiments with line and shape for a
more lyrical tone, as a comparison with the Curtiss JN-4 ”blueprint” [Fig. 21]
16Only remnants of The Lilacs remain, as the illustrated booklet perished with many other
invaluable Faulkner manuscripts and letters in the fire that destroyed Phil Stone's office in
1941 housing these materials. In addition to the black and white ink drawing, several pages of
the lyric cycle were salvaged as well, including the poem ”A Dead Dancer,” which the ink

drawing illustrates, and a badly burned fragment of a watercolor similar in style to the ones
Faulkner executed for Mayday. See Carvel Collins, William Faulkner: Early Poetry and Prpse.

London: Jonathan Cape, 1962, pp. 7-13.
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F igure 21: Faulkner, drawing of Curtiss JN-4, 1918
Courtesy of the William Faulkner Estate

Figure 22 Faulkner, pen and ink drawing, 1918
Courtesy of the William Faulkner Estate
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makes clear. If Faulkner had to live always with the disappointment of having the war stopped on him, even affecting the crooked limp of an imaginary

injury to compensate for his lack of action, the experience wasn’t a complete
failure: he returned to Oxford more experienced as a draftsman, with a much

sharper and incisive line to show for it.

Into the Picture Gallery: Cartoons, Caricatures, and Parodies

Faulkner’ 5 career as an illustrator became public in 1916 when he was
asked to supply one drawing for the student annual m. Faulkner
would eventually publish eighteen illustrations for the college publications at
the University of Mississippi, fourteen for Ole Miss from 1916-1922 and three

for the student humor magazine The Scream in 1925, all of which reﬂect his
continuing interest in cartooning and illustrating his immediate environment. Honnighausen’s study of Faulkner’s early graphic work places these
drawings in the context of similar attempts by amateur and professional illus-

trators to render college life in an ”art of stylization” that typically combines
art nouveau motifs with modernist abstract patterns.17 Although critics have

consistently emphasized the impact of Aubrey Beardsley’s graphic work on
Faulkner’ s artistic style, with the exception of a few drawings [Figs. 39, 47, 48,
pages 65, 86, 88], most of Faulkner’s collegiate illustrations more accurately
reﬂect the inﬂuence of contemporary illustrators such as John Held, In,

17 Lothar Honnighausen, William Faqlkner: The Art of Stylization in his Early Graphic and

Literary Wprk. Cambridge: Cambridge UP, 1987,1-77.
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Ralph Barton, Richard Boix,18 and comic strip artists such as McManus and
Sterrett, all of whom consistently exploited advancements in printing and

paper quality to achieve well-balanced designs that featured rich blacks, abstract patterns, and clear sharp lines [Figs 23-28].

In analyzing Faulkner’s collegiate illustrations, it is important to realize that these drawings were not originally intended to stand alone as works
of art in their own right; they were only one part of a well-designed whole.
Even his literary contributions to the student newspaper, ”The Mississippian,” such as his lyric paraphrase of Swinburne, ”Sapphics,” is placed incongrously among advertisements for clothing and hardware, thereby reversing
the hierarchy of word and image. In this sense, Faulkner’s art, from the very

beginning, was ”double-coded,” performing both visual and textual functions,
and it became a priority for the young artist to design his images in composi-

tions that would stand out from the visual clutter of the page. Like his earlier
attempts at cartooning, these more mature drawings also frequently incorporate the textual component into the visual field, but in these works, Faulkner’s experiments with images and words function on three separate levels:
as ”pure” images that are independent from their textual counterparts
through the absence of words in the visual field; as ”mixed” images that
physically incorporate words into the design itself through the technique of
calligraphy and therefore share the pictorial space; and as ”talking images”
18 For more on Faulkner’ s stylistic affinities to the work of Barton and Boix, see Honnighausen,
pp. 58, 63. For more on comparisons between Faulkner’ s illustrations and those of John Held, Jr.,

see Inge, 156-64.

Wilhelm 47

“The trouble with you boys today is you have no imagination!"
“Well, gu'lre, nowadays we don't need imagination."

Figure 23: John Held, Jr. from The Best of John Held, Jr., Picture 1
Copyright King Features Syndicate, Inc.

URSULA: “Is my nose shiny, Dearie?"
LAMBERT: “No, but your right knee is dusty."

Figure 24: John Held, Jr. from The Best of John Held, In Picture 2
Copyright King Features Syndicate, Inc.
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Figure 25: George McManus, ”Bringing Up Father,” Picture 1
Copyright King Features Syndicate, Inc.
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Figure 26: George McManus, ”Bringing Up Father,” Picture 2
Copyright King Features Syndicate, Inc.
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Figure 27: Cliff Sterrett, ”Polly and Her Pals,” Picture 1

Copyright King Features Syndicate, Inc.
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Figure 28: Cliff Sterrett, ”Polly and Her Pals,” Picture 2
Copyright King Features Syndicate, Inc.
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whose captions compete with their images for dominance, that "speak” to,

and often for, their pictorial counterparts.

Of the eighteen drawings that Faulkner created for Ole Miss and The
Scream only six are "pure” images ”uncorrupted” by words, and three of

these appear in his last batch of drawings for the 1925 edition of The Scream
[Figs 34-36, pages 58, 60]. These drawings are particularly instructive for a
study of Faulkner’ s compositional aesthetics since in the absence of explicit
textual associations we are forced to concentrate on the ”picture as a picture in
the world of pictures” (Mitchell 112). We are forced, I would suggest, to read
the image on the grounds of its own making, to see the picture's composition
as a grammar of its own. A cursory look at these later drawings shows a dis-

tinct growth in technical facility and style from his earlier high school cartoons, but Faulkner has not abandoned his preference for the focal garment
and the tableau format as essential means of compositional harmony. In fact,

he builds on these earlier techniques to create a more distinct visual grammar
that is distinguished by an emphasis on symmetry and juxtaposition, frequently accomplished by balancing vertical elements against horizontal ones,
geometric shapes against organic ones, negative space against patterned areas,

and pure line against mass. In these early ”pure” images, Faulkner experiments with composition to achieve two related purposes: to provide a structural code for the integration and balance of images in the pictorial field, and
to infuse the surface images with a sense of visual movement on the page.
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Considering his early devotion to drawing and the visual arts, it
should come as no surprise that Faulkner’s first published work was not a

poem or a short story, but a drawing. In the 1916-17 annual Ole Miss in a section introducing ”Social Activities” at the University [Fig. 29], Faulkner has
illustrated a dancing couple, exhibiting a skillful sense of design by balancing
the white shape of the dancing girl with her heavier shaded tuxedo-wearing
partner, an approach that evokes Held’s slightly more angular figures of dancers [ Fig. 23, page 47]. In this drawing, the two vertical figures are placed in

the center of the composition; the background is unrendered and exists purely as negative space that frames the dominant image of the dancers. They are
linked primarily through the triangular shape that results from three points

of contact--the man’s hand encircling the woman’s back, her hand as it rests
on his shoulder, and both of their hands clasped together by their side. The
union is further supported by the merging circular shapes of the couple’s

heads and by the mirrored gesture of their upraised feet, toe to ﬂoor that
forms a type of structural base for the image. This mirroring effect is further
enhanced through Faulkner’s use of line that does double-duty by etching the

details of the man’s form within the black shape of the tuxedo, and simultaneously enscribing the shape of the woman’s dress through an open-ended linear suggestion of the dress’s volume. In a final effort towards compositional

balance, Faulkner has positioned two well-placed black shapes, the man's arm
encircling her back, and the woman’s hair (which is actually broken in two by
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Figure 29: Faulkner, drawing for ”Social Activities,” Ole Miss 1916-17
Courtesy of the William Faulkner Estate
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Figure 30: Faulkner, unpublished ink drawing, 1916-17
Courtesy of the William Faulkner Estate
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the ”etched” line functioning as her headband) to counter the vertical dominance of the man’s black tuxedo.
Faulkner’ 5 concern for symmetry and balance is achieved largely

through the harmonious structuring of black shapes within the visual field,
but his preoccupation with the dancer motif also demanded that he infuse his
images with a corollary rhythm that matched the represented figures. An un-

published drawing from this time [Fig. 30] shows Faulkner’s more successful
attempt in creating visual movement by eliminating surface visual detail in

favor of a streamlined black shape that encapsulates both male and female
dancers into a single form. The mirrored gesture of the previous dancing
couple’s feet has been extended to the knees of this more energetic couple,

creating an effect that more effectively engages the space of the picture plane
and thus creates a greater sense of visual movement than the previous drawing. The figures are also more credible; in contrast to the stiff formal pose

and masklike features of the other dancers, Faulkner has delicately rendered
the female's face, who, with her stylish bob, could have been clipped from
many of the popular magazines of the day. Years later, when Faulkner was
ensconced in his job as postmaster for the University of Mississippi, he created a similar drawing [ Fig. 31], one that combined elements of the previous

two images of dancers, the triangular shape created by the dancers’ embrace
and the mirrored gesture of the upraised feet. Rendered in pencil, this 1923
drawing is actually a self-portrait of Faulkner with his friend Lottie Vernon,
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the thinly calligraphed title ”Post Office Blues” reinforcing the fundamental
tension between word and image that marks Faulkner’s work from the very
beginning.

If Faulkner had been pleased with his initial drawing of the dancing
couple, he must have realized that something important was missing as well,
that the image was too static, especially for a depiction of dancing. In the
drawing for ”Social Activities 11” [Fig. 32], one of two Faulkner contributions
to the 1917-18 annual, one can see the artist struggling to rectify this problem
through the use of elaborate patterning. Three figures, two males and a fe-

male, are rendered through a thin stylized line and placed exactly in the center of the picture, typically a fatal ﬂaw for visual movement in any composition. To counter this centralized image, Faulkner has included not one, but

two patterned surfaces that alternately ﬂatten and give volume to the picture
plane. Behind the figures, Faulkner has inscribed a curious textured pattern
reminiscient of abstract cubist forms, the subtle pencil shadings contrasting

with the linear treatment of the figures and the background checkerboard
pattern rendered in pen and ink. The heterogenous mix of styles in this early
picture is noteworthy since it foregrounds Faulkner’s interest in mixing visual codes for ensemble-like effects; however, in this drawing, the artist’s

attempts to depict movement quite obviously fail: the delicate figures disappear into the cubist pattern designed to frame them, and the checkerboard
background refuses to stay in its place, advancing to the front of the picture
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Figure 32: Faulkner, drawing for ”Social Activities,” 1917-18

Courtesy of the William Faulkner Estate

Wilhelm 57
plane and dominating the image.
Faulkner’s later illustration for ”Red and Blue III” (1919-20) demon-

strates not only the artist’s increasing compositional sophistication but also
provides a unique visible document of his continuing preoccupation with the
depiction of visual movement [Fig. 33]. The dancing couple, a favorite motif
of these early years, remains the center of attention, but the context of their

milieu has been added in hopes of capturing a more comprehensive representation. The picture plane has been shifted as well; verticals still dominate,
but their dominance has been somewhat reduced by their inclusion into a
more horizontal composition that distributes the figures in a shallow space
reminiscient of a tableau or frieze. One of Faulkner’s more compositionally
sophisticated drawings, he has eschewed a symmetrical approach in favor of a
more dynamic off-center structure. Faulkner has again used the selective positioning of discreet black shapes (the figures’ heads, hands, and feet, the female’s slender stockings, and the fragmented mass of the piano) to balance

the picture plane and integrate the figures, but here he has manipulated the
overall pattern in such a way as to create a sense of movement that the prev-

ious drawings often lacked. By placing the repeated shapes in various quadrants of the composition, Faulkner forces the viewer’s eye to bounce along in
tune to the syncopated rhythm of the jazz music that is the illustration’s sub-

ject. That one of Faulkner’s primary concerns in this illustration was the visible representation of motion is supported by the vibrating ”music” and
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Minn...Figure 33: Faulkner, drawing for ”Red and Blue,” 1920-21
Courtesy of the William Faulkner Estate

Figure 34: Faulkner, drawing for The Scream 1925
Courtesy of the William Faulkner Estate
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rhythm of the bass player framing the right side of the composition, a technique the young artist obviously had seen numerous times in many of the
funny papers, particularly in strips that featured ”action.”
Two later drawings Faulkner executed for The Scream demonstrate his

continued interest in establishing visual movement on the page through the
use of design and compositional strategies. In the drawing of the drunk who
sags like a ragdoll in the arms of his companion [Fig. 34], Faulkner has employed the same type of shallow stage-like space as in the drawing of the jazz

musicians, but the reversed silhouette of the nymph-like statue within the
black band of trees in the latter picture creates a slight movement in depth
that contrasts with the ﬂatter depiction of the dancehall. The dominant motion in the picture, however, is not the thrust from foreground to background
but the winding rhythm that weaves along the edges of the black band of trees
in which Faulkner frames the scene, a technique obviously indebted to his

previous attempts at constructing the syncopated rhythms of the jazz musicians.
In the drawing of the plane with a pilot hanging on tentatively by one
hand [Fig. 35], Faulkner shows a far more economical treatment of visual

movement. In lieu of the heavy blacks and complex shapes that generated
motion in the other drawings, the movement in this illustration is created
through the use of four patterned areas that energize the rather static cross-

like image of the plane itself. The propellor is animated in traditional comic
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Figure 35: Faulkner, drawing for The Scream, 1925
Courtesy of the William Faulkner Estate

Figure 36: Faulkner, drawing for The Scream, 1925
Courtesy of the William Faulkner Estate

Wilhelm 61

fashion, its vertical lines repeated in the shading of the lower wing and the
curling ladder that forms an inverted question mark in the picture’s middle
right quadrant. The same curling lines animate the drawing of the roadster

[Fig. 36], where two young men converse as they smoke. The large black
shape of the car is balanced by the vertical shape of the standing man, while
the linear patterns marking both men’s overcoats create a rhythm between
the contrasting textures that focusses attention on the center of the illustration, the space where the two men speak. The three different styles of these
drawings attest to Faulkner’s gift for stylization, while the use of similar techniques for enscribing motion onto the static visual image indicates the extent
of Faulkner’s dedication to solving this problem through compositional
strategies.

Working as he was within an art nouveau tradition that self-consciously promoted the integration of text and image, it is no wonder Faulkner had trouble keeping words out of his pictures. Even when his assign-

ment was for an illustration with a separate textual headline, he could not
resist the urge to unify the two. Faulkner’s desire to express visual movement in his pictures was aided by his interest in calligraphy, a form of ”visible
language” that seeks to dissolve the mutually exclusive categories of textuality and image.19 Indeed, William Blake’s tendency to violate the boundary

19 Although the term has a long history, Mitchell combines previous meanings to explicate this
powerful visual /verbal dynamic, as "the point at which seeing and speaking, painting and
printing converge in the medium called ’writing,”’ in Picture Theory, p. 113.
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between written and pictorial forms, especially his use of letters that ”sprout
appendages”20 and demand to be read in pictorial terms, was seized upon by

art nouveau artists as a fundamental means of uniting language, in the shape
of calligraphy, with vision. As Mitchell puts it: ”Writing makes language (in
the literal sense) visible (in the literal sense)” (113). Honnighausen’s study of

Faulkner’s style places the young artist firmly within this art nouveau tradition, a natural migration for one initially interested in the pictive/ scriptive

dialogue of the funnies. Faulkner discovered in calligraphy a new way to inscribe motion onto the picture plane by integrating the visual forms of images
to the visible forms of words, a practice that led the young artist to conceive of
words not merely as passive signifiers of abstract concepts, but as physically
visible shapes that have a presence of their own.
Three of the seven illustrations that feature calligraphy in Faulkner’ 5
Ole Miss work are executed in a finely attenuated line that delicately describes
the figures through precise sartorial detail [Figs 37, 38, and 39]. Each of these

drawings exhibits the same tendency towards a tableau-like composition by
distributing figures along the horizontal axis, and each drawing attempts a
similar one-to-one correspondence between the textual headline and the de-

picted images. In ”Classes” [ Fig. 37] Faulkner uses his typical full frontal composition, illustrating a ”line-up” of four students that recalls his juvenile

drawing of ”De Faculty” [Fig. 15, page 37]. The figures, unified through the
20 Mitchell, Blake’s Composite Art: A Study of me Illnminated lZoetry. Princeton, N. J.:
Princeton UP, 1978.
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Figure 37: Faulkner, drawing for Ole Miss 1919—20
Courtesy of the William Faulkner Estate

I'IEH.

FLCCH.

FUWL

Figure 38: Faulkner, drawing for ”A. E. F." club, Ole Miss 1919-20
Courtesy of the William Faulkner Estate
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repeated ”arms akimbo” gesture and their thin triangular—shaped feet, stand
tenuously above the bold letters spelling ”CLASSES.” Although Faulkner has

managed to keep the image and word physically separate, the calligraphic
touches decorating the script, most notably the ”swish” of the ”A,” visually
link the text with the strategically placed black shapes that punctuate the focal
garments of the figures above, thus encouraging a slight identification of
word with image. ”Fish, Flesh, Fowl” [Fig. 38] reﬂects a similar tendency on
behalf of the young artist to establish some type of harmonious alliance be-

tween the two media through the integration of text and picture. However,
in this line drawing Faulkner has used three linked figures instead of four,
each one distinguished by his distinctive uniform and headwear which,
when read with the humorous labels positioned below, identify the figures as
members of the Navy, Army, and Air Force.

Faulkner’s design for the ornamental border that frames the cast of the
University drama club, ”The Marionettes” [Fig. 39], uses the same attenuated

line as the previous drawings, but in this work the artist employs two separate compositional strategies in the same picture, the familiar tableau and a
new structure, an L-shaped form derived from the classical Golden Section

format.21 Like the previous illustration, Faulkner has affected a closer
21 The Golden Section system was first developed by Renaissance artists and is based on the
idea of a vertical-horizontal grid that covers the picture plane, enabling a precise mathematical division of the design surface. The sides of the Golden Section rectangle are roughly pro-

portioned at 5 to 8, so when the composition is split on this ratio, the picture plane yields two
dominant shapes, a large square, and a reduced rectangle beside it. This smaller rectangle can

then be divided according to the same proportions, and the process can continue ad infi111'tum
with all the squares and rectangles creating different areas.
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Figure 39: Faulkner, ornamental border for the drama club, Ole Miss 1919-20
Courtesy of the William Faulkner Estate
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relationship of text and image by giving the line drawing and the typography
the same visual weight; he has also manipulated scale to represent two different scenes in the same drawing, a technique he had used earlier in the juv-

enile cartoon ”Them’s My Sentiments” [Fig. 14, page 37]. The elongated figure
forming the left side of the design is strongly reminiscient of the attentuated
hermorphrodite types of Aubrey Beardsley, while its enclosure within a narrow box-like space recalls Faulkner’ s penchant for framing figures in shallow
spaces as in the ornamental figure decorating The Lilacs [Fig. 20, page 42]. In
addition to this primary image, Faulkner has added a frieze-like composition
of smaller marionette figures, each one connected to a giant hand by thin
strings.
In attempting a one-to-one correspondence between the illustrated fig-

ures and the letters of the title, Faulkner is engaging in the same type of dialectical exercise he had seen operating in Blake, although obviously without
the same expertise. By enlarging the soldiers on the group’s ﬂanks, Faulkner
has framed this inset picture; by balancing the rather static group of marionettes on the left with the more active group on the right, Faulkner has creat-

ed an ”active symmetry” that attempts to match the rhythm of the letters in
the title. In a show of further compositional sophistication, Faulkner has
created a secondary horizontal movement within the tableau itself between

the second and sixth figure through the repeated triangular shapes of their
clothing and the echoed gesture of their extended arms. Although the direct
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correspondence between imaged figures and textual headline ultimately

breaks down in this picture, Faulkner’ s attempt at such a dialectical relationship is of more importance than his relative success or failure since it rein-

forces his continued interest in mixing pictures with words in increasingly
complex compositional structures.
Faulkner’s drawing ”Organizations” (1919-20) featuring a well-dressed

man and woman in a high wind is a more energetic attempt at manipulating
the technique of calligaphy to imbue motion onto the picture plane [Fig. 40].
In contrast to the pure line contours of the previous drawings, here Faulkner
utilizes line, shape, and textured pattern to create a unified composition. The

box-like format is topped by the rather clumsily lettered heading, whose flourishes, like those of ”Classes,” link the word to the black shapes of the figures
below. On either side of the rectangular composition, Faulkner has position-

ed his protagonists, the nattily dressed woman holding her skirt down with
one hand, and the dapper man gripping tightly to his hat, creating an absent

center that the artist fills with the oddly drawn leaf shape just below the title
and the strange branch-like shape positioned along the picture’s bottom axis.
What is particularly interesting about this illustration is the narrative aspects

engendered by the figures’ body postures and stiff gestures. In a high wind,
the woman naturally seeks to cover herself as modesty dictates, but Faulkner

has undermined her attempt by exposing her knee, perhaps more, to the
male’s gaze, an act which rivets the man’s attention on the exact area that he
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Figure 40: Faulkner, drawing for Ole Miss 1919-20
Courtesy of the William Faulkner Estate

Wilhelm 69

should avoid as a chivalrous suitor.
Two drawings for the ”Red and Blue” clubs [Figs 41, 42] demonstrate
Faulkner’s continuing ability to imbue his images with a sense of narrative

through the use of design. In ”Red and Blue I,” Faulkner again employs the
ﬂapperesque fe m m efa tale type from ”Social Activities 11” [Fig. 29, page 52],
but in this illustation her two dandyesque companions have been replaced by
a new character--the rejected ”Prufrockian-Talliafero-Pierrot” suitor, a type

who will find expression in a variety of Faulkner’ 5 future creations, both visual and verbal. In this drawing, the characters are both separated and linked
by the large stylized letters that have intruded into their pictorial space. Competing for dominance, both figures’ vertical thrusts obscure a portion of the
word that frames them, the ﬂapper’s torso ”defacing” the ”E” in ”RED,” and
the suitor’s black shape blocking out the ”L” and a portion of the ”B” in

”BLUE.” The assemblage of letters that constitutes the phrase ”Red and Blue”
creates a secondary horizontal movement that competes with the vertical
reading of the figures, creating a type of tension between the two elements
that mirrors the ”scene” enacted in the picture.

Thematically, the drawing engages the typical collegiate experience of
dating, a situation about which the young Faulkner was notoriously neurotic.22 In the center of the composition Faulkner has played teasingly with
22 Blotner suggests that many of the young Faulkner’ s difficulties with the opposite sex, as
well as his social awkwardness with other students, were caused by the artist’s intense shyness

at this time: ”Faulkner was almost painfully shy; he felt that many of the other students did
not like him, and he retaliated by affecting a total indifference he did not totally feel” (252).

See also Minter, William Faulkner: His Life and Work pp. 24-45.
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Figure 41: Faulkner, drawing for Ole Miss 1917-18
Courtesy of the William Faulkner Estate
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Figure 42: Faulkner, drawing for Ole Miss 1919—20

Courtesy of the William Faulkner Estate
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“white space,” accentuating the gap between the figures by inscribing the word
”AND” on a diagonal axis between the larger words ”RED” (for the female,

the color of passion) and ”BLUE” (for the male, the potential color of despair).
In this sense, the suitor’s ”defacing” of the word ”BLUE” goes beyond purely
formal concerns and engages the theme of hope and despair, acceptance and
rejection so important to the young artist: If the suitor can ”erase” the word
”BLUE,” thereby ”silencing” it by making it illegible, then, perhaps, the answer to the implied question-mark hanging in the air between the two-”AND (?)”--may be a ”yes.” (However, the downward thrust of the word,

coupled with the woman’s ”body language” of having turned her back on the
potential suitor, are signs that do not bode well for the consummation of this
union.)23

In another drawing for the ”Red and Blue” club [Fig. 42], executed two
years later, Faulkner has again used dancers as the primary image but in this
illustration the two figures have been merged into an abstracted whole. The
desire for motion has been translated from the use of energized lines surrounding a form that Faulkner had learned from the comics into part of the
figures themselves through their abstraction into a variety of geometric shap-

es. The move toward stylization is readily apparent if one compares these figures to Faulkner’ s earlier drawings of dancers. Here, the man has become a
series of slender triangular forms balanced around the ”absent” center of the
23 The illustration also shows Faulkner's predilection for reversing certain letters in a visual
title, most often an ’n’ or an ’s.’ Such typographical reversals were common to art nouveau illus—

trations and are evident in many of Beardsley’s and Blake’s works as well.
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woman’s white shape, whose boundaries are precisely delineated by Faulkner’s trademark razor-thin line. The figures are further merged in the softened black mass of the woman’s hair, which functions as the head for both fig-

ures. The image itself is an exercise in contraposto, the balancing of visual
weight to create a sense of natural movement. Each of the dancers’ limbs is

positioned to create a different diagonal thrust; each thrust is countered by a
movement in the opposite direction. Not only are the man’s black shapes
balanced against each other (the right leg bends upward and to the left, the

left leg extends downward to the right and tapers to a point; the right elbow
bends out and back to the body, the left arm thrusts boldly to the far right), but
they are also measured against the female’s more delicate forms, most dra-

matically in the inverted triangular wedge of the man’s upturned leg that corresponds to a similar gesture on the woman’s part on the opposite side of the
”composite” figure.

As in the illustration of the flapper and her suitor, Faulkner has included the words "Red and Blue" into his drawing as a means of providing
compositional balance. In this case, Faulkner has positioned the words in the
lower left section of the picture to create a type of horizontal support for the
dynamic rhythms of the dancing couple, an effect further enhanced by the
addition of the artist’s signature on the right side of the drawing. In a typical
display of graphic wit, Faulkner has used the same rectangular script as in

”Red and Blue 11,” but in this drawing the words don’t separate or ”spell
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doom” for the imaged scene, but rather they reinforce the successful union of
the image they illustrate through a shared sympathy of form. The ”and” has
been eliminated, both literally and thematically, as Faulkner has substituted
the graphic ampersand (”8:”) and extended its tail to mimic the outstretched

leg of the male dancer, an effect that strongly encourages the identification of
the calligraphic title with the abstracted image. In this drawing, the young
artist has created a different type of ensemble effect, one that accepts words
into the picture plane, but instead of conflicting with the represented image as

in the case of the earlier drawing for ”Red and Blue 11,” here the textual element is in harmony with its pictured relative, ”in step” to the shape of the
dance itself.
Another intriguing aspect of Faulkner’s calligraphy is the artist’s use of
a highly stylized signature usually placed in the lower right quadrant of his

pictures, as in the previous example. Although Faulkner did not sign all of
his illustrations, he was obviously interested in developing a suitable signa—
ture that would best reﬂect his personality, as his various attempts at different

signings attests. In his first published drawing [Fig. 29, page 52], Faulkner
prints his name rather plainly at right bottom as a base for the pointed toe of
the male dancer; the function of the signature here (in addition to the naming of the image as his own) is quite obviously balance. In a contemporaneous drawing [Fig 30, page 52], Faulkner manipulates the signature into a

more rhythmic element that further energizes the movement of the dancers
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by placing the highly stylized letters at an angle to the image. In contrast to

the plain declaration of his name in the first illustration, the signature in the
second work is nearly illegible in the alternating pattern of long and short
lines, and shows Faulkner’s increasing interest in the ability of signatures to
reinforce an illustration’s formal needs.
The early signatures that used Faulkner’s full name gradually yield to
the artist’s use of a shortened form, either the abbreviated "Wm Falkner” or

the initialed "WFalkner." The three illustrations for The Scream [Figs 34, 36,
and 45, pages 58, 60, 80], for instance, all share the same cursive signing and

are positioned in the image for maximum balance and movement. However,
the signatures on several illustrations from 1919-1920 show Faulkner experimenting with an enlarged ”R” as an end stop for his autograph that, together
with the series of descending verticals, is highly similar to the signature of
George McManus, whose strip, ”Bringing Up Father,” was obviously an early

influence. In one drawing for the ”Red and Blue” [ Figs. 41], Faulkner uses his
signature to both provide balance and to interject humor into the picture.
The positioning of his name in the left lower quadrant is unusual for Faulkner, and in this illustration, its placement is obviously meant to provide
more density to the left side as a means of balancing the heavier shaded figure
of Pierrot on the right. However, Faulkner here draws an evocative tail on

the end of his ”R,” a strategy that seems to mimic the male penis as it reaches
out toward the unsuspecting female, who has turned away from her more
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gentlemanly suitor. Such humor is typical of Faulkner, especially in these
early works where the young artist was struggling with both with his artistic

abilities and his relations with the opposite sex. By positioning his name
around certain figures within his illustrations, Faulkner is able to play a psychological game where he associates himself with powerful male figures-tuxedoed dancers, virile airmen, and war heroes, all of whom seem to win

the various women’s admiration and respect, a fate Faulkner himself very
much desired.

The inclusion of textual elements into the field of visual representa—
tion is further complicated when part of the illustrator’s task is to provide
captions for the image, a dynamic indebted to the pictive/ scriptive scene of
the funnies. This is the case in several of Faulkner's drawings for the
”A. E. F.” and French Clubs in Ole Miss and for one illustration in The

m [Figs. 43-46, pages 77, 79, 81, 82]. Three of the four drawings employ

written captions that run along the bottom of the represented images, a traditional formula that harkens back to Outcault’s Yellow Kid, while The Scream

illustration [Fig. 45, page 81] uses the L-shaped format to create a box-like space
for the inclusion of the headline and text similar to the design of ”The Marionettes” [Fig. 39, page 65]. What is particularly significant about the use of cap-

tions in illustrations is that the artist must match the physical gestures of the
silent images with the tone and energy of the speaking text, a correlation that

seeks a direct identification between picture and word and, therefore, presents
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a closer relationship between visual and verbal modes than calligraphic integration, which relies mainly on suggestive stylistic affinities between sign
systems.

Faulkner’ 5 drawing for the French Club (1922) is an excellent example
of the animation and character Faulkner was able to instill in his figures
through a precise use of line [Fig. 43]. Compositionally, the drawing presents
a schematic picture of Faulkner’s trademark use of verticals and horizontals
to structure a picture. In characteristic art nouveau fashion, the circular ele-

ments of the portholes and life preserver are mirrored in the rounded script
of French lining the bottom of the illustration, which further encourages the

horizontal movement of wind blowing the couple’s clothing. The caption itself is broken into two parallel lines of dialogue that correspond directly to the
speakers pictured above: ”C’est horrible! - Quel done? - Le mal d e m e r de m a
fiancee. La, pourqoui n e trouvez-vous pas u n e a mie est orpheline .7 ” (”It is

horrible! - What? - The seasickness of my fiancee. There, why can’t you find a
boyfriend who is an orphan?”).24 The woman’s verbal distress is mimicked
in her posture; the upraised arm pointing away from her with disdain is
matched by her cool expression featuring a gently upturned nose. Similarly,
the male figure’s casually suggestive remark is echoed in his smug counte-

nance and easeful posture that, in addition to his open trenchcoat and the
24 In typical Faulkner fashion, the dialogue is comic, and turns on the use of the pun "mer" (sea)
and "mere” (mother). The french woman in the drawing is obviously distressed about her
fiancee’s "seasickness"; however, the American traveller hears ”mere” instead of ”mer” and

interprets her statement as a comment on the difficulty of dealing with her fiancee's ”bad

mother,” thus prompting his reply about dating someone who is an orphan in order to avoid
in-laws.
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Figure 43: Faulkner, drawing for the French Club, Ole Miss, 1922
Courtesy of the William Faulkner Estate
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line of action curling from his cigarette toward the woman, underscores his
identity as some type of raconteur on the make.

Two other drawings that feature captions are also motivated by the
theme of sexual pursuit and conquest. The illustration for the A. E. F. club in
Ole Miss [Fig. 44] is far more explicit than the one for the French club. Here

Faulkner has his characters, an American military soldier and a French
mademoiselle, speak to each other in a mock-translation dialogue that recalls

the earlier verbal humor of the old hillbilly looking for knowledge in ”Th’
Kaig” [Fig. 13, page 35]. The large American, in his snappy Sam Browne belt
and ballooned breeches, casually asks the woman ”Parlez-vous Anglais,

mam ’zell e .7" The fashionably dressed female then provides thepunch line:
”Mais oui, M’sieur, u n peu: Do you love me? Kees me queek! Damn! ’elll,"

a response that generates both humor and irony since the reader isn’t certain
if the woman knows the meaning of her English sentences or not. Faulkner’ s
rendering of the woman’s face as a mask featuring two slits for eyes and a

small puckered mouth frustrates any attempt at reading her expression and
serves to intensify this verbal ambiguity. In a further attempt at verbal irony
and graphic wit, Faulkner has drawn the soldier's eyes in the shape of crosses,

which are visually linked to the plane flying conspicuously in the upper right
portion of the picture. The question then becomes, in the context of sexual
conquest, whether or not the plane--and henceforth the soldier himself--is
going in for the kill or has just been shot out of the sky, a joke the young artist
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Figure 44: Faulkner, drawing for Ole Miss 1919-20
Courtesy of the William Faulkner Estate
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would have obviously told obliquely since it played on his biggest fears, that
women would reject him and that someone would expose his fraudulent

pose as a wounded RAF aviator.
The illustration for The Scream [Fig. 45] also features a one-to-one cor-

respondence between dialogue and character, but the picture is more noteworthy for its composition, which is an extended L-shape that functions as a
tableau through its horizontal distribution of figures, and its use of the focal
garment that imbues each figure with a characteristic visual pattern. The
horizontal lines in the second figure contrast with the vertical lines striping
the fourth figure, while the third figure’s slender silhouette provides a dis-

tinct visual demarcation between men and women. Faulkner’s penchant for
grouping figures is also evident in this picture, but the use of the repeated
crosshatch pattern in the ﬁrst and fifth characters as a frame is something
new, and points to his continuing interest in the ability of textured shapes to
instill a sense of unity in a composition.
In another drawing for the military service club A. E. F. [Fig. 46], Faulkner has complicated this one-to-one correspondence between dialogue and
speaker through the imposition of both a caption and a headline that functions like a masthead by introducing the textual commentary positioned be-

low. The blocklike lettering stands isolated above the images, in stark contrast to Faulkner’s previous attempts at integrating text with script through
linked ﬂourishes. If one looks closely, however, one realizes that Faulkner

Wilhelm 81

lI
Lit—Aw, come on; aincher goin' to the show?
' Law—Na-ah, what I wants spend good money on a show for?

Figure 45: Faulkner, drawing for The Scream, 1925
Courtesy of the William Faulkner Estate
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Figure 46: Faulkner, drawing for Ole Miss, 1919-20
Courtesy of the William Faulkner Estate
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has again attempted to link the text with the image through the repeated
black shapes of the lamp post and the officers’ assorted footwear and other

military apparel. Faulkner has softened the black and white ink drawing by
creating a third textured surface, the shading that occurs in the Italian officer’s
beard and the French and English officers’ uniforms. We know the main offi-

cer is Italian because Faulkner has wittily positioned him under the street
sign that features the label "Des Italiens,” a detail that marks the scene as
occurring in Paris, not the Oxford campus. We read the other figures as
French, English, and American through the cultural signs inscribed in their
national uniforms, especially through each figure’s distinctive hat that also

serves as an indicator of rank.
Compositionally, Faulkner has again employed one of his favorite
structural devices, the full-frontal tableau created by a horizontal lineup of
figures that recalls previous drawings such as “Classes” and "De Faculty,” but

here the artist has enlarged the figure on the left to create an L-shaped design
of images that creates a ”boxed space” for the inclusion of title and caption.
The figures have again been manipulated to form a series of groups: the larg-

er Italian officer balances the group of four smaller men to his right; the bold
and shaded forms of the merged group of three officers forces the viewer to
relate the open forms of the Italian and the American as framing images; the

audience for the illustration would inevitably connect the foreign officers
(Italian, French, and English), leaving the American as an independent image

Wilhelm 84
supported by his slender black cane.
Within the boxed space beneath the illustration’s title, Faulkner has

hand-scripted a caption (”Think How Many Times This Bird’s Been Kissed.
He Got A Croix De Guerre, With Palms”) in a serpentine style that contrasts
with the block-lettered title and encourages, instead, an identification with

the linear details enscribing the officer’s clothing. Again, the letters "11" and
”s” have been inverted in typical art nouveau fashion to encourage further

identification of script and image. The puzzling question raised by this caption, however, is not so much a problem of interpreting the message itself,25
but rather, in identifying the speaker. Is it one of the French officers, whose
mouths are obscured through their spiky beards? Is it the American, who

seemingly has come upon the scene to offer his mocking comment to the

group who stand transfixed by the larger figure of the Italian? Is it the writer/
illustrator himself, who stands outside the picture’s frame, thus commenting
as much on the American’s behavior as those of the foreign officers? Especially resonant of the complex interaction of word and image is the fact that
the figure of the American in the drawing is strikingly similar to that of

Faulkner himself, a self-portrait encouraged by details such as the prominent
nose, the tapered mustache, and the black cane, elements which defined the

25 In this case, Faulkner’ 5 humor has a decidedly bitter tone, which reﬂects his disappointment that the war ended while he was still in training as an RAF pilot. From this perspective,
the speaker would seem to be the American, whose reference to ”kissing” is actually a derisive

comment on the European custom of kissing one’s cheeks when receiving military honors. For
more on Faulkner’s “war period,” see Blotner, pp. 210—30.
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young artist’ 5 own ”costume” on campus as “Count No ‘Count.”26 The ability to imbue these illustrations with a sense of irony and complexity is indica—
tive of Faulkner’s increasing talent as a visual artist and shows why he was
considering a career in the profession as late as 1921.

With Faulkner’s two Beardsley—inspired drawings, however, the interaction between word and image in Faulkner’s graphic work takes on a new di—
mension, and points to similar experiments in more comprehensive works
such as The Marionettes and Mayday. Faulkner’s most ambitious pictorial

composition from this collection of drawings is undoubtedly ”Social Activities III” [Fig. 47], an illustration that incorporates figures from the tradition of

com media dell-arte into a modernist-abstract setting that attests to Faulkner’ s
deeply rooted penchant for mixing artistic styles and techniques. The composition itself is an exercise in balancing many disparate elements, as the
checkerboard pattern of the ﬂoor, Pierrot’s striped suit, Scaramouche’s stipled
jacket and harlequinesque tights, Marietta’s triangular white shapes, and the

reversed silhouettes of the candelabras in their boxslike black frames all compete for visual prominence. Just as confusing is the picture story being enact—

ed in the illustration, as Pierrot’s incongruous positioning interferes with the
proper courtship of Marietta by Scaramouche. Timothy Conley’s suggestion
that Faulkner was attracted to Beardsley’s work largely because “[a] Beardsley
25 Faulkner’s unusually fastidious taste in dress, coupled with what other students considered
his ”quair” behavior, earned him the derisive nickname "Count No ’Count" on the campus of
Ole Miss. The tension carried over into print in the pages of the student newspaper, “The
Mississippian," as Faulkner and other contributors traded insults amid literary posturing. See
Blotner, pp. 264—75.
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Figure 47: Faulkner, drawing for Ole Miss, 1919-20
Courtesy of the William Faulkner Estate
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drawing seems to hide, just beyond the observer’s awareness, a sinister and
abominably fascinating story” (5) is here precisely the point. What ultimately
makes Faulkner’s graphic work interesting is that he practices the same dy-

namic as his master Beardsley by eschewing works of a purely formal nature
and inscribing his images, instead, with a distinct narrative quality that unites
the visual with the verbal.
In the double-spread illustration ”Nocturne” [Fig. 48], Faulkner has ex-

plicitly combined his dual interests in poetry and drawing to form a "composite” work activated by the double-coded interaction of visual and verbal
representations. The implied box of the earlier ”A. E. F.” drawing is here
made physically tangible in the rectangular white shapes Faulkner has attach-

ed to the illustration’s outside margins. 'The boxes act both as surfaces to be
written upon, and, in their connection to the white shapes of the candelabra,
as plastic design elements that physically connect ”the written page” to the
visual image. The austere reversed silhouettes of the figures rising from the
candle flames point away from each other, their outstretched arms creating a
thin frame for the boxed shape of type they each seem to be claiming for their
own. Compositionally, the illustration conforms to Faulkner’s typical format,

a horizontal layout punctuated by ascending verticals, balanced by a circular
element, in this case, the prominent moon resting gently between the scene’s
two protagonists.
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Figure 48: Faulkner, drawing for Ole Miss 1920-21
Courtesy of the William Faulkner Estate
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Again, Faulkner is experimenting with two ways to tell a story. Visually, the body gestures of the figures, the rigidity of their poses, and the roman-

tic overtones created through the use of the candelabra and the starry evening
sky, combine to evoke a picture story of the drama being enacted between
Pierrot and Columbine. Textually, the same characters and situation are presented in the illustration’s text, which is written in the shape of a poem that
lines the framed boxes, creating further horizontal movement away from the
center, underscoring the (inevitable) parting of the two. The first line of the

poem, ”Columbine leans above the taper flame,” precisely mirrors her pictured image on the opposite page, while the second stanza adequately describes
the illustration’s background as ”a perpindicular wall of stars." Several other
lines in the poem correspond to the characters in the illustration, but the
word/ image interaction is further complicated by passages of text that are not
illustrated, passages that the reader/ viewer must image for himself.27

Faulkner’s creative experience as a visual artist was essential for the
young artist’s aesthetic development and speaks to his fascination with ideal
beauty and the process of making. The specific techniques inculcated through
his efforts in pictorial composition-~mirroring; elaborate patterning; (revers-

ed) silhouettes; focal garments; manipulation of scale; vertical frames;
grouping of figures; and the use of the boxed space--focus on symmetry, balance, and juxtaposition and provide an early testing ground for the stylistic
27 For comparisons between ”Noctume” and other art nouveau illustrators of the time, see

Honnighausen, pp. 35-39.
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complexities of Faulkner’s later novels. In responding directly to his immed-

iate environment, Faulkner’ 5 visual art differs thematically from his contemporaneous experiments in stylized Symbolist poetry, and prefigures his
interest in his own ”postage stamp of native soil”28 as his ultimate subject
matter. If, by 1927, Faulkner had yielded in his quest to become a professional

artist, his interest in illustration remained strong and found expression in his

”other” art, his fiction, as a "mirrored" passage from Mosquitoes makes clear:
”A few years ago a so-called commercial artist . . . named John Held began to
caricature college life, cloistered and otherwise, in the magazines: ever since
then college life, cloistered and otherwise, has been caricaturing ]ohn Held”
(230).

28 Faulkner, quoted in Lion in the Garden: Interviews with William Faulkner, 1926-1962.
James B. Meriwether and Michael Millgate, eds. (New York: Random House, 1968), p. 255.
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Chapter Two: Faulkner’s Portable Picture Stories
It is in the nature of picture books that they always seem to require us to focus our attention on
the meaning of the pictures they contain and on the language that conveys meanings.

~ Perry Nodelman, Words About Pictures, 1988
It is more like a lovely frieze: a few unforgettable figures in silent arrested motion, forever
beyond the reach of time and troubling the heart like music.
- Faulkner, review of mm 1923

In the winter of 1920, Faulkner completed his most comprehensive artistic production to date, the symbolist dream play The Marionettes, a unique
creation that combined his dual interests of art and poetry in a form that

would ultimately yield enormous benefits for the development of his artistic
imagination and aesthetic sensibility. Though Faulkner had been working in

both visual and verbal media for years, often combining images and words in
productions such as his high school cartoons and his illustrations for the
college yearbook Ole Miss the task he set for himself in designing, lettering,

writing, and illustrating The Marionettes1 required a marshalling of his visual and verbal talents to an unprecedented degree. Indeed, the very form of
the illustrated book foregrounds visual-verbal interplay as an interaction between two vigorously independent modes of expression, forcing the work "to
become either a portable picture gallery with running captions or a literary

text with attendent illustrations" (Mitchell 111). Such a dynamic would have
1 Faulkner created four versions of The Mag’onettﬁ, each one illustrated, lettered, and hand-

bound. Although each version is generally similar, the copy in the Alderman Library at the

University of Virginia is clearly the best drawn and most finely detailed of the four. A second
version of the play is located at the University of Mississippi, William Faulkner Collection;
two more copies are housed at the Humanities Research Center, University of Texas at Austin.
For more information on ] he Marionettﬁ, see Noel Polk's introduction to William Eaulkner:
[he Marionettes. Charlottesville: U of Virginia P, 1977.
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been especially appealing to Faulkner considering his early fascination with
the daily comics, whose strip form operated on the same sequential principles.
Although historically scholars and academics have been suspicious or

scornful of illustrations, the study of semiotics has increasingly led to an acknowledgement of their value as collaborators or critics of the texts they im-

age. Michel Melot, in The Art of Illustration, claims that ”the image then is
no longer an appendix, ornament or redundance of the text. It is simply a
different technique for the conveying of knowledge” (11). I. W. T. Mitchell’s
studies in iconology and ”picture theory" directly address this issue, insisting
that essentially ”all media are mixed media, and all representations are heterogeneous; there are no ’purely’ visual or verbal arts” (5). In his study of
William Blake's ”composite art,” Mitchell illuminates fundamental aspects of
the paragonal struggle between word and image inherent to the illustrated
book, focussing on the differences between media as evidence of theoretical

tensions ”between the (speaking) self and the (seen) other; between telling
and showing; between ’hearsay’ and ’eyewitness’ testimony; between words
(heard, quoted, inscribed) and objects or actions (seen, depicted, described); be-

tween sensory channels, traditions of representation, and modes of experience” (5).

Of particular interest for a study of Faulkner’ 5 visual aesthetics is the
fact that illustrations are frequently defined in relation to time, a critical topos
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that fully addresses Faulkner’s lifelong obsession with the contradictory states
of motion and stasis. Although the single illustration in composite works
may be static, a sequence of illustrations, like the comic strip, unravels grad-

ually over time. As the reader/ viewer moves between the illustrations positioned throughout a written text, the images act as a series of pregnant pauses
outside the narrative’s temporal continuum. Thus, as Elizabeth A. Schultz

puts it, ”the cumulative effect of looking at a sequence of illustrations is not
of stasis but of intensified movement through both time and space” (15).
Perry Nodelman, in a particularly relevant passage, argues for the appreciaation of this temporal dynamic in illustrated books as a function of their collaborative and independent nature:
On their own, pictures and words each first allow a number of
different narrative possibilities; together, they make each other
more specific. As we move from one to another in a picture
book, therefore, the story gradually becomes more specific. But it
does so not in terms of the gradual amplification that we usually
expect from stories--the gradual unfolding of a plot that eventually makes all things clear--but rather in terms of a contrapuntal arrangement of mutual correction: since words and pictures

give us different insights into the same events, we move from
one to the other in terms of how the text forces us to go back and
reinterpret the pictures, then forces us to go back and reinterpret
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the text again--but without ever forgetting that picture and text

are separate and different from each other. (243)
In authoring and illustrating The Marionettes, Faulkner fully engages this complex dynamic between word and image. As a departure from his
single panel illustrations executed for Ole Miss the play belongs to a group of
similar hand-lettered and personally bound books that Faulkner created during his graphic and literary apprenticeship: Dawn, An Orchid. A Song (1918),
The Lilacs (1919-20), Vision in Spring (1920), Mayday (1926), Helen: A Courtship (1926), Royal Street: New Orlea_i§ (1926), and The Wishing Tree (1927).2

That Faulkner created so many of these unique hand-crafted booklets over a
number of years attests to his firm belief in ”the holistic ideal of the Arts and
Crafts artist/’3 who typically espoused a belief in the artwork as a multimedia
creation, or Gesamtkunstwerk, as well as his continuing interest in the ex-

pressive potentiality of visual / verbal interplay.
Several critics have emphasized the inﬂuence of Aubrey Beardsley
on the style and iconography of The Marionettes,4 especially with regard to
the figure of Pierrot and the shared motifs of the formal garden, mirroring,
rose garlands, and peacocks, but seldom has the form that Beardsley worked
in--the illustrated book-~been taken into account. Of course, Beardsley, who
2 Although Faulkner designed, decorated, and hand-lettered each of these booklets, only The

Marionettes and Mayday can be properly termed illustrated books since only these two works
feature images of specific scenes culled from the text.
3Honnighausen, The Art of Stylization, p. 11.

4 See Addison Bross, ”Soldier’s Pay and the Art of Aubrey Beardsley.” American Quarterly, 19
(1967): 6-23; Timothy Conley, ”Faulkner and Beardsley." [ournal ofModern Literature, 9 (September 1976): 339-56; and Honninghausen, The Art of Stylization, esp. 25-50.
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"was born Puck and died Pierrot/’5 was a devotee of William Blake’s literary”

engravings, as was Beardsley’s collaborator on the illustrated book Salome

Oscar Wilde, whose London flat sported several framed reproductions of the
great Romantic’s art. That Faulkner owned a copy of Wilde’s 1912 edition of
Salome is significant in that it provided him a distinct stylistic and structural
model for illustrating a text.6 In a strange configuration, Faulkner comes to

Beardsley through his interest in symbolist poetry, assimilates the decadent
artist’s graphic images as a textual corollary for his illustrated dream play T_he
Marionettes, then transforms this imagery into both characters and dramatic

situations in the later fiction, a process that underscores the importance of the
multidisciplinary ethic that is fundamental to Faulkner’s creative process.
Although The Marionettes is obviously an apprentice work with its
share of attendant weaknesses, several critics have argued for a more thor-

ough investigation of this intriguing early creation.7 As my focus is on
Faulkner’s role as an illustrator in The Marionettes I am particularly interested in how he is able to construct a fertile interplay between image and word
5D. S. McColl, quoted in Stephen Calloway, Aubrey Beardsley. London: V & A Publications,

1998, p. 14.
5 For the fifty-four page text of Wilde's Salome, Beardsley created fourteen black and white

illustrations spaced at regular intervals throughout the play and three black and white
designs that function as frontispiece, title page, and table of contents. Faulkner obviously worked from this model as The Marionettes is structured in exactly the same manner, especially the
tailpiece that seems to be lifted directly from the former book.
7 Noel Pollc in his introduction to the 1977 facsimilie edition of The Marionettes, believes that

the work exhibits "the same rigid artistic discipline that characterizes [Faulkner’s] later
work” such as ”tightness of construction" and "concentration of effect." See Polk, William

Faulkner: The muonettes, xi. Michael Millgate argues that the chief importance of the play

is "its combination of text with related illustrations and . . . its overall stylization of language,
action, and line.” See The Achievement of William Faulkner. 1966. Athens: U of Georgia P,

1989, p. 8.
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in this "composite” work by selectively illustrating specific passages and positioning these visual images throughout the written text as a pictive structure

that alternately supports and deconstructs its narrative partner. Indeed, as
illustrator of his own text, Faulkner faced a host of thematic and formal prob—

blems much different from those he had encountered as a single panel cartoonist. After working up the narrative of The Marionettes, Faulkner was
confronted with several crucial design problems, all related to what Edward
Hodnett calls "the moment of choice”; that is, of all the possible textual pass-

ages to illustrate, which are "the ones that are most significant in terms of
contributing to the reader’s understanding of the text and of reinforcing the
emotional effects sought by the author?” (8). In addition to deciding which

passages to illustrate, Faulkner also had to decide where to position the draw-

ings in the booklet for maximum effect, what graphic style to render his
scenes in, and how to create a sense of unity among the various images. That
Faulkner chose to illustrate certain passages over others is especially significant in that the visual form of specific scenes foregrounds the narrative
events that he considered most crucial for an understanding of the play; that
he created illustrations of scenes not included in the written text points to the

underlying tensions between word and image that the young artist was
struggling with throughout his apprenticeship.
The relationship of text to image in The Marionettes is evident at three
levels of interaction, from a specific illustration’s exact resemblance to its

Wilhelm 97
textual analogue, to the presence of illustrations within the text that do not

illustrate any particular passage, to a competitive struggle between the two
modes of representation for possession of the play’s meaning. Further complicating the interaction of word and image is the fact that many passages in

The Marionettes were transposed from earlier poems Faulkner had written
expressing the same themes and character types, especially in works such as
”Une Ballade des Femmes Perdues,” “Naiads’ Song,” ”Clair de Lune,” and "A

Poplar.”8 In fact, Faulkner’s translation of Verlaine’s "Fantouches” (French
for ”puppets”) where ”Scaramouches and Pucinella / Cast one shadow on the
mellow / Night, and kiss against the sky”9 is reshaped and given visual form
in the sixth illustration in The Marionettes, "The Kiss" [Fig. 53, page 113], a

process that highlights Faulkner’ s insatiable tendency to recycle fragments
from previous works into his current artistic projects.
Faulkner created ten black and white ink drawings to illustrate his play,

including the less elaborate line drawing that functions as a "tailpiece" to the
drama. Faulkner spaces these drawings selectively throughout the text, giving visual form to the often confusing events unfolding in the narrative.
The plot of The Marionettes presents interpretive difficulties on a number of

fronts, particularly in the ”dissonance” created by the awkward shift between
3 Faulkner began publishing his poetry in "The Mississippian” in October 1919, with ”Une
Ballade des Femmes Perdues" appearing on January 28, 1920, followed by "Naiad’s Song” (February 4), ”Fantouches" (February 25), "Claire de Lune" (March 17), and ”A Poplar" (March 17).
All of these poems deal with sterility, desire, frustrated sexuality, and stasis, themes that

obsessed Faulkner throughout his youthful apprenticeship and which he continued to develop
in his mature fiction. See Carvel Collins, William Faulkner: Early Pmse and Poetry. London:
Jonathan Cape, 1962.

9 In Collins, Early Prose and Poetg, p. 57.
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the first and second halves of the play. Ostensibly, the plot involves the story
of Pierrot, that ”white sensual animal” (43), his seduction of the virgin Mari-

etta, and her eventual apotheosis into a figure of art at the play’s conclusion.
However, since the main action (in this case, ”the seduction”) takes place off-

stage, as in a Greek drama, the reader/ viewer cannot rely on interpreting the
events as an eye-witness, but must read the scenes, in this case, both the text
and the actual pictures themselves, for meaning.

Although the narrative component of The Marionettes suffers from a
disjunctive plot and overly artificial language--"The sky is like thin blue silk
stirring upon a living breast” (5)--the illustrations for the play offer an im-

pressive visual example of controlled form, style, and tone, and are indebted,
to a large degree, to Faulkner’s previous experiments in designing images for
his high school yearbook and Ole Miss. As a visual grammar, the pictures in
The Marionettes are composed of four separate e1ements--black shapes, white
shapes, patterned areas, and pure line--that Faulkner manipulates in a variety
of ways to create a sense of unity among the ten illustrations. In constructing
the various pictive scenes in The Marionettes, Faulkner relies on several
compositional techniques he had used previously, such as the tableau and
the repeated gesture or shape, but he also introduces new methods of pictorial
expression by incorporating the silhouette and a variety of other framing devices as focal areas that collaborate with the text for the conveyance of knowledge.
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Faulkner's Big Picture Book: The Marionettes

The frontispiece [Fig. 49] offers an introduction to this visual/ verbal
double-code as Faulkner introduces his characters twice on the same page,

once textually, once visually. Two highly stylized columnar figures frame the
page, their black hair linked to the darkened foliage shape that in turn frames
the lower section of the illustration. As in several of his earlier drawings,

Faulkner has manipulated scale to suggest two separate temporal realms in
the same pictorial space, but the effect is naturalized due to the rose garland
motif that links the two halves of the composition. In the typical box reserv—
ed for text, Faulkner has scripted, under "Persons,” the protagonists of his
drama. Pierrot and Marietta are introduced first and correspond to their images below. The two columnar figures are identifed as ”A Grey Figure” and "A
Lilac Figure,” but the rest of the cast, the ”Shade of Pierrot,” and the ”Spirit of
Autumn” are not granted visual representation. The emblematic drawing
of Pierrot on bended knee, in full com media dell ’arte costume, proposing to a
flapperesque Marietta is indicative of the stylistic experiments Faulkner was
conducting by combining fin d e siecle motifs with modernist elements. The

inclusion of the marble colonnade in the background works to provide
another frame for the protagonists, as well as accentuating the theatrical aspect of the image, an effect further enhanced through the figures’ protrusion
into the bottom margin of the page. Reading this image, one expects to see a

story involving Pierrot’s gentlemanly courtship of a seemingly uninterested
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Figure 49: Faulkner, frontispiece for The Marionettes,1920
Courtesy of the William Faulkner Estate, and (1160/4) William Faulkner Collections,
The Albert and Shirley Small Special Collections Library, University of Virginia Library
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modern woman who is in full control of her sexuality, and who (probably)

rejects his old-fashioned courtship in the end. Both the text and the illustra-

tions to follow, however, tell quite a different story.
Faulkner introduces the play with an image of "Pierrot Sleeping” [Fig.
50] on one page and a textual description of the pictured setting on the corresponding page. For the most part, the details in both visual and verbal modes
”match”; that is, they reinforce one another: ”At the back center is a marble
colonnade, small in distance, against a regular black band of trees; on either

side of it is the slim graceful silhouette of a single poplar tree" (1). On the

following page Faulkner verbally presents the image of Pierrot that he has
previously shown the viewer on the preceding page:
Pierrot is seated at right front in a fragile black chair beside a delicate table. His left arm is curved across the table top, his right,
arm hangs beside him, and his head rests upon his curved arm,

face toward front. He appears to be in a drunken sleep, there is a
bottle and an overturned wine glass upon the table, a mandoline, and a woman’s slipper lie at his feet. He does not change
his position during the play. He is dressed in white and black.
Flung across the chair back is a scarf of black and gold Chinese
brocade. (2, 3) [emphasis added]
Of course, the reader/ viewer sees that Pierrot does not have a mandoline or

the patterned Chinese scarf in the accompanying illustration. Faulkner has
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Figure 50: Faulkner, ”Pierrot Sleeping,” from The Marionettes, 1920
Courtesy of the William Faulkner Estate, and (#6074) William Faulkner Collections,

The Albert and Shirley Small Special Collections Library, University of Virginia Library
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also included scenic details in the verbal description of the stage setting not
found in its ”sister" image, in particular, the "peacock silhouetted against the
moon” (1) and a pool and fountain said to exist in the middle foreground of

the scene. As both writer and illustrator who enjoyed total control over his
own artistic production, why would Faulkner choose to be so exact with regard to detail in some places, and seemingly so casual about such correspondences in other areas? One answer to this intriguing question is that Faulkner’s graphic style, in its insistence on the use of discreet shapes, the balancing of disparate elements within the pictorial field, and the employment of
negative space as a frame for figural action, does not lend itself to picturing
the complexities of his verbal imagination. In contrast to his often pedantically cumbersome poetry, Faulkner seemed obsessed in not ”cluttering up” his

visual images: the inclusion of the patterned "checkerboard” Chinese scarf
in the context of this firmly constructed illustration would inevitably have
thrown everything out of balance. The pattern itself would have guaranteed
the scarf as the illustration’s focal point, not the drunkenness of Pierrot which
is one of the key images in determining the play’s plot and line of action. Instead, Faulkner has used the patterned shapes formed by the "delicate table"
to focus the eye on the sleeping mask of Pierrot, the overturned wine glass
and the bottle of wine, a still-life that effectively tells the story behind Pierrot’s
stupor.
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The riddle of interpretation raised by The Marionettes is directly related
to this intial image: is Pierrot dreaming sweetly of his recent conquest of the

virgin Marietta, a fact encouraged by the textual analogue in the play’s first
half, or is he enduring a nightmare of pain, the would-be suitor rejected by
the more aggressive Marietta of the play’s second half? This abrupt shift between the play’s two narrative halves has been consistently marked as the
work’s most fundamental weakness, a rupture in theme and tone that destroys the overall sense of unity, but if one focusses on the pictures in The
Marionettes, one sees Faulkner quite obviously balancing the narrative in-

consistencies through the use of highly stylized images that provide a coherent visual structure to the narrative’s unravelling of events.
The statement marking Pierrot’s initial visual pose, "He does not

change his position during the play,” then, becomes one of the key narrative
clues in deciphering the text, but it fulfills this function only in conjunction

with its matching visual image that appears first in "Pierrot Sleeping,” and is
then repeated in the double-spread ”Pierrot’s Two Visions” [ Figs. 52-53, page
109]. Before coming to this repeated image of Pierrot sleeping, however, the
reader/ viewer encounters another image of "Pierrot Standing” by a trellis
[Fig. 51, page 106], a figure similar in some respects to the former seated Pier-

rot but dressed differently and placed in a different setting. Looking at the pictures in this sequence causes the reader initial confusion, for it seems that the
play offers two protagonists instead of one, and raises the question as to which
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one is the real Pierrot. The answer, of course, is that they both are--a crucial

fact translated to the reader through the repeated image of Pierrot sleeping
which registers his physical presence in the formal garden, and marks the secondary illustration by the trellis as Pierrot’s dream vision of himself in the

play’s spiritual realm, a connection that then sends the reader back to the
frontispiece’s listing of the "Shade of Pierrot” for verbal confirmation. A similar dynamic functions in regard to the Grey and Lilac figures, who are visually presented in the frontispiece as columnar frames, and who then are introduced in the text on page three as voyeuristic commentators framing the
drama’s events. This method of suturing10 word and image in a reciprocal relationship is one of the central aesthetic breakthroughs in The Marionettess
foreshadowing Faulkner’s later tendencies toward juxtaposition and metonymy, both techniques that force the reader into a more active relationship with
the text by foregrounding the act of perception.

The illustration of "Pierrot Standing” [Fig. 51] is important for several
other reasons as well. Although Faulkner has taken care to establish the character and setting in a different temporal realm, he has also made a distinct
effort to link the two realms into a symbolic whole by utilizing several key repeated shapes and motifs such as the silhouette of the poplar tree, the moon,
and the use of the same balanced black and white style. In fact, all of the

drawings in The Marionettes are inscribed with this same visual grammar
10 On the concept and theoretical implications of ”suture” in iconological analysis, see
Mitchell, Picture Theory. pp. 91-92.
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Figure 51: Faulkner, "Pierrot Standing," from The Marionettes, 1920
Courtesy of the William Faulkner Estate, and (#6074) William Faulkner Collections,

The Albert and Shirley Small Special Collections Library, University of Virginia Library
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that employs a judicious use of black shapes balanced against large areas of
negative white space with a strong emphasis on verticality. The brilliance of
”Pierrot Standing” is that Faulkner has manipulated the vertical elements to
such a degree that the pictorial space of the illustration seems much larger

than the other pictures, an effect which makes the figure of Pierrot himself,
when compared with his sleeping image in the former and latter plates,
appear absolutely gigantic. However, nowhere does the text mention or describe the image positioned beside it.11 In fact, nowhere in the entire play is
there a passage that relates specifically to this image, a disjunction that only
serves to heighten the iconic power of this illustration, especially when compared to the rest of the illustrations’ general fidelity to the text. By refusing to
supply this illustration with a textual partner, Faulkner forces the reader to
fill the narrative void by focussing on the image itself, thus making us work
for our meaning rather than passively receiving them as we do in the frontispiece.
After the stage has been set and the Grey and Lilac figures (here, rather
inexplicably entitled ”First" and "Second” figures) have emphasized the formal sterility of the garden-~"How still it is! (8), Faulkner introduces Marietta

into the text of the play. In contrast to her rather demure posture in the
11 Although the textual passage opposite the illustration doesn’t relate thematically, Faulker
has coded the relationship through the use of iconic elements shared by both verbal and visual
compositions. The verticality of ”Pierrot Standing” is echoed textually in the description of
"columns . . . standing like votive candles”; the illustration’s circular elements-—the full moon,
roses, the rounded accessories of Pierrot’s costume--are reﬂected in the ”circles on the ceiling”;

and the picture’s dreaminess is matched by the strange image of "a young man, surrounded by
slaves, [who] lies sleeping” (7).
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frontispiece, Marietta’s entrance into the garden is imaged dramatically, lifting her arms with a sudden gesture, a pose not found pictorially until the
ninth illustration in the sequence, toward the play’s conclusion [Fig. 57, page

125]. The line of action builds from this point on, as Marietta, alone in her
garden, subjected to strange bodily sensations, immerses herself in the (unpictured) pool. As soon as she enters this liminal space, however, the voice of
Pierrot fills her head with sweet playful rhymes that repeatedly conjure up
many of the important visual elements pictured in later plates, such as Pierrot’s silhouetted figure strumming his mandolin, the "high shut garden,”
and, of course, the pool itself [Fig. 56, page 120]. Pierrot’s statement that he

leaves his ”musty garret room” when Marietta has ”cast her clothes away /
To naked dream ’till break ’0 day--” (15) comes a page before the dominating
double spread "Pierrot’s Two Visions” [ Figs. 52-53] that pictures this dream
seduction and, therefore, prepares the reader’s interpretation of the scene before actually viewing it.

”Pierrot’s Two Visions” [Figs. 52-53] could have just as easily been entitled "Marietta’s Two Visions” since both of the protagonists are doubled between the waking and sleeping worlds as this illustration makes clear. If the
reader has not picked up on Faulkner’s textual and visual clues regarding this

important distinction by this point in the play, the dominating double-illustration, with its split set of characters pictured on both sides of the page surely
attempts to make this dynamic visually explicit. The repeated shapes of the
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Figures 52 and 53: Faulkner, "Pierrot’s Two Visions," from The Marionettes
Courtesy of the William Faulkner Estate, and (#6074) William Faulkner Collections,

The Albert and Shirley Small Special Collections Library, University of Virginia Library
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slender poplar, the marble colonnade, the black band serving as the garden
wall, along with the repeated image of Pierrot asleep at the table, all serve to

link this scene with the initial image that opens the play [Fig. 50, page 102].
However, Faulkner has added several new graphic elements to the composition in order to mark its temporal distance from its parent image, such as the
rose bush framing the scene and, of course, Marietta herself, whose back is
turned toward the viewer in a pose that signifies alienation and emotional

distance from the would-be suitor sharing her pictorial space.
On the left side of the illustration [Fig. 52], Faulkner has created anoth-

er scene within the same pictive space, but one which images a completely
different dynamic. In contrast to the relative passivity of the images on the
right, Faulkner has attempted to imbue these characters with a sense of

movement and action as Pierrot tries to woo Marietta through the courtship
ritual of the dance. On the page of text immediately preceding the doubleillustration, Pierrot begins to ”sing and whirl and leaping dance” (16), nimble

acts that do not match his rather static visual pose on the next page. However, Faulkner does connect the text to the image by positioning the last line
of the page--”The moon sits naked in the sky” (16)-—as a textual pointer to the
ensuing double-image which features a prominent moon hovering between
the two leaning poplars. In addition to the more energetic characters of Pier-

rot and Marietta, Faulkner has added the chorus-like Grey and Lilac figures
and the silhouetted shape of the peacock, both of which direct the viewer’s
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eye into the picture plane, highlighting the dancing lovers.12
Placed together as they are, the two vertical illustrations form a tableau-

like composition which, with its distribution of figures along the horizontal
axis, unites repetition and difference within the same pictorial field and forces

the reader to interpret this confusing scene before coming to its textual analogue several pages later. In addition to doubling the two protagonists and
using the allegorical frame figures as pointers, Faulkner has subtly elevated
the right side of the composition so that the unifying black band functioning
as the garden wall is slightly off-register from the left side of the picture. The
marble colonnade, positioned in the center of the two-page illustration as a
means of establishing graphic and thematic unity, is even more unsettling in
its fragmentation, and forces the reader to visually intuit that, although the
represented characters and events may be intimately related, they are taking
place in distinctly separate spatial realms.
In addition to this powerful visual clue, Faulkner’ 5 use of the focal garment, a technique he had acquired from his early interest in the ”funny papers,”13 is also used quite effectively, as subtle details in the protagonists’ clothing register their split identities in the conscious and unconscious worlds.
The Pierrot on the left side of the composition, then, is obviously ”Pierrot

Standing,” the doubled spirit-self of ”Pierrot Sleeping” on the right; the
12The use of "pointers” in painting has a long history. For theoretical implications of such a
device, see Claude Gandelman’s chapter, "T he Gesture of Demonstration," in Reading Pictures,

Viewing Texts. Bloomington: U of Indiana P, 1991, pp. 14-35.
13 See Inge, ”Faulkner Reads the Funny Papers," pp. 153-90.
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Marietta on the right side of the composition is obviously the isolated virgin
in her garden that we have come to know textually. However, her figure on
the other side of the picture causes confusion since her attire and attitude are
so noticeably different from the Marietta that both text and image have previ-

ously described. Indeed, throughout Pierrot's song of seduction (which precedes the double illustration by three pages and continues for ten more), Mar—
ietta is noticeably still and frightened, hypnotized by the lover who implores

her to ”dance” with him on the garden wall. Although Marietta is pictured
dancing with Pierrot on the left side of the illustration, textually she never
does, only replying six pages after the image that "No, no, kind sir; I cannot
dance!" (22). The effect of such ”dissonance” between text and image creates a

dialectical tension within both the narrative and the preceding and ensuing
illustrations, with the corresponding effect of centering the reader’s attention
on the plight of Marietta instead of Pierrot, a strategy that attempts to prepare
the reader visually for this shift in emphasis before encoutering it textually.
The seduction itself [Fig. 54] then, is the most important scene in the
play, working as a pivot between the two narratives of Pierrot and Marietta.
To make this point visually, Faulkner has streamlined the two figures into

slender black silhouettes that bend enticingly toward each other above a field
of patterned roses, a simplified composition that is obviously the most powerful visual design in The Marionettes. In contrast to other illustrations that
deviate substantially from the textual passage or are completely independent
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Figure 54: Faulkner, "The Kiss,” from The Marionettes, 1920
Courtesy of the William Faulkner Estate, and (#6074) William Faulkner Collections,

The Albert and Shirley Small Special Collections Library, University of Virginia Library
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from the narrative such as "Pierrot Standing," ”The Kiss" is a fairly straight-

forward imaging of the text, albeit with subtle differences: "They stand erect
upon the wall for a moment, a single black silhouette against the moon, then
are gone” (26). Of course, "the wall” is imaged differently from the other
illustrations, functioning not as a black band that would have challenged the
verticality of the design, but as a plinth of roses from which the statuesque figures prominently rise. In eliminating surface detail from the silhouetted figures, Faulkner places emphasis on the shapes themselves, especially the contoured edges which bear the burden of capturing the shape’s personality and

character. Reading the image in this way creates confusion since the image
reverses the narrative's previous description of both Pierrot’s and Marietta’s
personalities. Far from the whirling, leaping seducer, Pierrot’ 5 form is a soft,
rather passive phallus-shape that waits for Marietta to close the gap between
them. Marietta’s character is also reversed: instead of the timid, reluctant

cloistered virgin, she is pictured as a slender ”epicene"14 ﬂirt, who, with her
short skirt, stylish bob, and thin waist, is the first in a long line of such wo—

men developed later in Faulkner’s fiction such as Cecily Saunders in Soldier’s
Pay, Patricia Robyn in Mosquitoes, and, of course, the inscrutable Temple
Drake in Sanctuary.

In addition to the dissonance created by the rupture of text and image
in ”The Kiss,” Faulkner has added several other brilliant touches that display
14 "Epicene" is one of Faulkner’5 favorite words, and is used obsessively in the early fiction to
describe boyish young women on the cusp of maturity.
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his increasing taste for compositional wit and complexity. In addition to the
rather juvenile use of the adjective "erect" in the description of the two lov-

ers, there also seems to be, in true Beardsley fashion, an enormous phallic
shape created by the negative space between the two lovers, a display of gra-

phic humor found in several of the other drawings as well.15 There is also a
temporal rupture between the described event and its pictured relative. In
what amounts to a visual quote of his favorite poem, John Keats’ ”Ode on a
Grecian Urn,” ”The Kiss” images that blessed moment before consummation

of the desired act, that moment of intense living before time enters the stage
and sullies it with memory and interpretation. This idea, which had haunted
Faulkner from his earliest encounters with Romantic and Symbolist poetry,
achieves an unusual power in this scene due to the visual/ verbal interaction
that narratively informs the reader of the long awaited kiss as the two lovers
close in ”a single black silhouette” (26), but that visually refuses to image that
same moment of consummation on the right side of the page. In a final
effort at connecting text to image as working partners, Faulkner has utilized
the blank page on the reverse of ”The Kiss” to image the lovers’ disappearrance. In typical fashion, Faulkner uses the last two lines on the preceding
page as a verbal forecast for the ensuing visual statement, which is, in this
case, a picture of absence itself: ”then [they] are gone. Pierrot’s voice is heard,

growing steadily fainter” (26). When the reader turns the page, there is no
15 In "Pierrot Standing,” for example, the sleeping suitor’ 5 hands are quite conspicuously
crossed, drawing attention to a rather feeble erection, a connection strengthened and made
humurous by the inclusion of the enormous pine rising beside him, penetrating the full moon.
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accompanying image, only Pierrot’s voice on the other side, disembodied and
faintly fading, preparing the way for the strange interlude to come and plung-

ing the stage in darkness.
The intrusion of the allegorical interlude into the narrative structure
of The Marionettes is certainly the most troublesome part of the play as the
Spirit of Autumn takes center stage, imaged as Pierrot had been, ”sitting upon
the right hand wall, playing a violin” (30). He sees ”a garden of crimson roses
and carven marble” from which a ”nymph” longingly watches a youth whose
"head is bound with lilac stalks" (31-32). This figure is not Pierrot, but the

thrust of the inset narrative featuring the aftermath of a seduction with the
female left stranded in her garden encourages the identification of this allegorical character with the Pierrot of Part One. The same holds true for Marietta as well: the ”nymph” that pines for her lost love seems to be Marietta
herself after consummating "The Kiss,” a connection made even stronger by
Faulkner’ s positioning of the illustration "Marietta by the Pool” [Fig. 55] on
the adjacent page.
As one of two illustrations in which Pierrot is not pictured (the other,
”The Apotheosis of Marietta” [Fig. 57, page 125] comes toward the play’s conclusion), ”Marietta by the Pool” functions as a nodal point that signals the

shift in narrative focus from the seducer to the seduced. In her garden of

”carven marble,” Marietta, recumbent by the pool, stares into the still water
that reﬂects her own patterned image above, while three figures, the Grey and
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Figure 55: Faulkner, "Marietta by the Pool,” from The Marionettes, 1920
Courtesy of the William Faulkner Estate, and (#6074) William Faulkner Collections,

The Albert and Shirley Small Special Collections Library, University of Virginia Library
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Lilac chorus from Part One and a statue made of ”all head” (41), tower above

her, watching. The visual grammar of the composition has also been subtly

altered as Faulkner departs from a symmetrical approach in favor of a more
off-centered design that creates a sense of movement in what is essentially a

picture of stasis. As in previous illustrations such as ”The Kiss” and the
frontispiece, Faulkner has used a patterned base and vertical frames to struc—

ture the image, but in this drawing he creates a more vivid sense of move—

ment through the use of the exaggerated triangular black band that swoops
down from left to right through the picture. This triangular motif is visually
associated with the Marietta of the play’s second half, appearing first, in the
shape of her short skirt in "The Kiss” and extending to the attenuated cone
shapes pictured later in her "apotheosis” [Fig. 57, page 125].
The effect of linking such a gendered element to Marietta’s character offers more than a matching visual analogue to the previous phallic puns associated with Pierrot; in this picture, the powerful triangle fulfills two important functions for the expression of Faulkner’s theme: its sheer visual weight
presses Marietta relentlessly down toward the pool’s dark waters, while its upper edge simultaneously decapitates her. This is an important visual clue

that adds to the narrative’s overall complexity regarding the interpretation of
events and the expression of themes: female sexuality, viewed as primal de—
sire, separates head from body and leads toward the destruction of self
through narcissism and immersion in bodily passions. Then again, in
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keeping with Faulkner’s increasing taste for complexity, reality is such that
one never truly knows if what one experiences is "real”or not; in the context
of the dream play, perhaps all of the narrative’s events are played out only in
the mind, making Marietta’s story, in fact, "all head.”

The text between "Marietta by the Pool” and the ensuing illustration
"Marietta by the Fountain” [Fig. 56] is the longest section of uninterrupted
narrative in the play, stretching for fourteen pages between images. The passage itself is broken into two narrative sections, the first completing the Spirit
of Autumn’s interlude that concludes with the reported death of the young
allegorical lover, ”beautiful in slumber” (35), and the second reintroducing

the "First” and "Second" figures as voyeuristic interpreters of Marietta's reemergence into the garden, an appearance that exposes the interlude’s female
protagonist as merely a "nymph,” not Marietta herself. To make this point
further, Faulkner has Marietta perform an exact verbal analogue of her pictured behavior in the former illustration-—”She goes to the pool and stares in
it" (42-43)--a correlation that sends the reader/ viewer back ten pages for visual
comparison. But Faulkner also provides verbal clues that propel the action
forward, as many of the images in this section prepare the reader for the interpretation of the most complex compositional design in the play, "Marietta by
the Fountain."
As The Marionettes’ most detailed illustration, "Marietta by the Fountain” [ Fig. 55] functions, like ”The Kiss” [Fig. 54, page 113], as a nodal image
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Figure 56: Faulkner, "Marietta by the Fountain," from The Marionettes 1920
Courtesy of the William Faulkner Estate, and (#6074) William Faulkner Collections,

The Albert and Shirley Small Special Collections Library, University of Virginia Library
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responsible for the conveyance of especially significant thematic information.
While "The Kiss” functions more as an imagistic pointer for the reversal of
narratives and the deconstruction of Marietta’s character, "Marietta by the

Fountain” works more as a visual summary of the narrative’s events related
thus far. Indeed, of the ten illustrations structuring The Marionettes, only
"Marietta by the Fountain” could function as a picture story of the text, since
only this image contains all of the most important narrative events and images in an intelligible context--Marietta entranced by Pierrot’s silhouette, the
frame narrators lurking behind a screen of rose bushes, the slender poplar,
the pool, the fountain/ statue, the peacock, and the moon. In addition to this
illustration’s unusual visual complexity, what strikes one as particularly significant is the enlarged shape of Marietta, whose slender figure dominates the
picture plane, registering the change in her personality between the first and
second halves of the play. Several pages earlier, upon her entrance into the
garden, Marietta is overcome by a sense of mutability, noticing that "this garden has changed," asking herself, "Am I changed very much, I wonder?” (42),
a question answered on the following page as she stares at her reﬂection in
the pool: "No, I have not changed, I am really beautiful now” (43). This, of

course, is not the Marietta who timidly resisted Pierrot’s sensual rhymes in
the first half of the play, but one who revels in her newfound beauty, a quality
described as ”a young poplar between a white river and a road” (44), an image
that rather accurately pictures her figure in the ensuing illustration.
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In addition to the prominent figure of Marietta dominating the fore-

ground, several other important details in the picture invite analysis. As a
summary image, the illustration sends the reader back to previous pictured
scenes that feature similar visual elements, as well as to specific textual passages that have previously imaged parts of the illustration itself, such as the
description of the First and Second figures hiding behind a screen of bushes
watching Marietta (9, 41), and the image of Pierrot courting with his mandoline, silhouetted by the moon (18). The illustration also prepares the reader

for events to come, especially in regard to the framing of Pierrot in the composition’s upper left quadrant. Although Marietta’s shape is the primary focal
point in the picture, the visual power of Pierrot’s silhouette, especially when

set within the framed circle of the moon, creates a dynamic tension between
the two images as they both compete for visual prominence. The act of voyeurism is also explicity pictured in this image, as Marietta stands transfixed by

the figure of Pierrot, the two choral figures "peep” at Marietta from behind
their screen of bushes, and we in turn, as readers, look over their shoulders

from behind the frame of the book itself.
The change in Marietta’s physical appearance is noted by the choral figures who attempt to describe her beauty through elaborate verbal metaphors.
Her eyes are ”like windﬂowers sown across a meadow," her breasts "like
ivory crusted jewels” (45) and her hands "are two links of silver chain with

which a slave has been shackled," but the question remains "Why is she so
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sad?” (48). Marietta immediately answers this question by her awareness of

time’s passing, that ”beauty goes as the leaves in autumn, without any sound.

I too shall grow old” (48), a rather melancholy opening to what is actually the
most dramatic monologue in the entire play, Marietta’s "farewell address”
that precedes her apotheosis and completes the last eight pages of the drama’s

narrative. In an attempt to match the subtlety of his visual compositions,
Faulkner has broken the last line of Marietta’s initial utterance in half, with ”I
too shall grow old” forming the last line of the page, and the related clause

positioned at the top of the next page heralding a different, more aggressive
Marietta: ”. . . but I am beautiful now” (49).

From this point on, the narrative builds in intensity as Marietta’s language becomes an exercise in verbal patterning through the repeated use of
textual markers that picture specific images and color combinations:
. . . and I shall wear ajade gown, and walk on the gravel paths of
my garden. When I walk the green motion of my gown will be
repeated upon the jade on my finger nails, and my hair will be
heavy with gold so that the weight of my hair will hurt my head.
My temples will be smooth with gold also, and the gravel path in
my formal garden will hurt my feet. . . . and the purple on my
feet will be thick with rubies to rival the red points of my pea-

cocks’ eyes . . . [who] are white smeared with purple and cry to
their reﬂections in the bottomless pool. (49-50) [emphasis added]
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The effect of such a structure is to aestheticize Marietta’s character as a figure

of art even as she attempts to break free of her traditionally passive role, a
connection strengthened through the use of a second section of verbal patterning that links her character to the textual image of the ”statue of Hermes”
(52), a figure seen earlier in ”Marietta by the Pool” [Fig. 55, page 117] as a dark
male silhouette that is "all head.”16

”The Apotheosis of Marietta” [Fig. 57] is perhaps the oddest image of all
the illustrations in The Marionettes. In addition to the strange cone-shaped
bands streaking the sky, Faulkner has also included two ominous-looking
peacocks (seen here for the first time as bodily presences, not as two-dimensional silhouettes), a gigantic full moon, and Marietta herself, seductively

dressed, in a highly theatrical pose, stretching her arms toward the heavens,

her face inscrutable as ever. The textual analogue to this image, like most of
the others in the play, begins a few pages preceding the illustration and thus
cues the reader toward interpretation. Marietta declares that she will sit on a
gray wall and "swing my painted legs through intricate figures, and my
breasts, like twin moons that have been dead for a thousand years, will stare
heavily over my girdle of dull brass into the garden where the moon streaks”
(53), a verbal description that nearly matches her pictured image in the ensuing illustration. Marietta’s peacocks are also introduced textually before we

see them visually, and are linked to her not only as her "pets” who "follow
me in voluptuous precision," but also, symbolically, as her destruction
15 On the multiple meanings of the Hermes figure in the play, see Polk, The Marionettes xxv.
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Fig. 57: Faulkner, ”The Apotheosis of Marietta,”from The Marionettes, 1920
Courtesy of the William Faulkner Estate, and (#6074) William Faulkner Collections,

The Albert and Shirley Small Special Collections Library, University of Virginia Library
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through narcissism: ”Their eyes will grow avid and thick and remorseless as
the eyes of virgins growing old, and they will approach and eat the jewels

from my feet and the jade clasps from my finger tips . . . while their cold feet
mark my body with thin crosses” (53-54).
The illustration itself registers Marietta as one of a host of fem m e

fatal es who captured the imagination of many artists of the time such as
Mallarme’s Herodiade and Wilde’s Salome.17 Her highly stylized bodice bares her stomach and breasts in a display of female sexual power, even as the
peacock-shaped designs marking her body suggest the "cold feet” of her pictured companions. The strangest part of this illustration, however, is the
curious hand gesture Marietta holds as she stretches her arms Skyward. At
first glance, this odd configuration seems to be another instance of Faulkner’s
insatiable desire for mirroring and balance, as the shape of the entwined
hands reﬂects the designs in her corset and the straps on her sandals, while
the negative space formed by this gesture creates an inverted triangle which
matches its larger counterpart hovering just above Marietta’s pelvis below.
Aside from this formal function, however, the hand gesture works thematic-

ally too, as both an indication of Marietta's self-absorption, vulnerability and
powerlessness (she’s swinging her painted hands through intricate patterns
for an audience of peacocks) and as a coded sign that reﬂects an inextricable

relationship between opposite sides of the same nature (the left and right

hands assume gender roles and form a schematic design of the courtship
17 See Honnighausen, The Art of Stylization, pp. 132—41, and Polk, The Marionettes xxv-xxx.
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dance and subsequent kiss that originated Marietta’s change from virgin to
seductress).

Although the image seems to register the apotheosis of Marietta and
her ascendence into a purer realm of aesthetic contemplation, Faulkner has

encoded the illustration with a deconstructing element that challenges such a
notion and prepares the reader for the interpretation of the drama’s final
scene on the following page. The emphasis on verticality that Faulkner has
exploited throughout The Marionettes to suggest ascendency is here, in an

image that visually requires such a structure for formal effect, undercut, as
the strong vertical bands lining the sky halt Marietta’s upward progress while

the dominating black throne she sits upon anchors her slender body irrevocably earthward. Visually speaking, this woman is going nowhere, a fact echoed in the desolation of her last utterance: ”The moon will play my body
when I die, and the cacophonous cries of my peacocks have blighted the ilex
before the statue of Hermes” (54—55).

The last word of The Marionettes is actually a picture, "Pierrot by the
Mirror” [Fig. 58], as Faulkner positions a tailpiece modelled after Beardsley as
a visual frame to the hand-lettered text. No mere emblematic design, this

final drawing visually expresses many of the play's dominant themes, as Pierrot stands transfixed by his mirrored reﬂection, separated from his second self

by the recumbent body of the dead Marietta. Compositionally, the image recalls the tableau format of "Pierrot’s Two Visions,” with its emphasis on
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Figure 58: Faulkner, "Pierrot by the Mirror,” from The Marionettes 1920
Courtesy of the William Faulkner Estate, and (#6074) William Faulkner Collections,
The Albert and Shirley Small Special Collections Library, University of Virginia Library
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vertical shapes unified through a horizontal element, but the setting’s spatial
ambiguity, along with the drawing’s obvious differences in scale and style

from the other illustrations, combine to suggest that this scene takes places in
a separate physical / temporal realm than the play’s previous events. That the
image itself does not picture any passage in the text also distinguishes it from
the others, although Marietta’s comment on the previous page concerning
her immanent death obviously prefigures her lifeless pose in this final illustration.

Thematically, the drawing unites the two Pierrots of previous illustrations and seems to provide a visual statement for interpreting the narrative’s
confusing events: Pierrot has awakened from his drunken sleep and now
stands vigil over the lifeless body of his former love, whom he may or may
not have seduced. Although this final scene has been traditionally interpreted as evidence of Marietta’s death, the mirror suggests other possibilities, especially that Pierrot has crept into Marietta’s bedchamber and is, like Keats’

lover in ”The Eve of St. Agnes,” merely watching her sleep, not mourning
her. Reading the scene in this manner recuperates many of the play’s oddities
into a more intelligible context, including the crucial fact that, as a dream play

in which both protagonists are couched in alternative states of consciousness,
the narrative formally demands such ruptures and inconsistencies in order to
create the proper expressive effect. The play’s reliance on such formal structures, as well as Faulkner’s obvious interest in spinning out as many echoes,
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reﬂections, and correspondences between images as possible accounts for the
difficulty in establishing a definitive reading of the drama. Is Marietta asleep
or dead? Is her narrative an account of her demise, or is she merely dream-

ing, oblivious of Pierrot’s presence beside her? Has Pierrot seduced the virgin
and does he now stand frozen forever in guilt over his actions, or is he voyeuristically fantasizing of an unattainable conquest? That these questions are
largely unanswerable is not, in the context of the dream play, an insurmountable fault, but rather an indication of Faulkner’s increasing taste for thematic
complexity to match his compositional structures.
Like the other illustrations in The Marionettes, this final drawing functions as a visual message that aids in the interpretation of the text. ”Pierrot by
the Mirror,” in its refusal to image a specific textual passage and in its func—
tion as a visual coda to the narrative, prefigures similar designs Faulkner
would later create for Mayday, but here the emphasis is largely thematic rath-

er than formal. In this final image, the various themes of The Marionettes
coalesce into a picture of narcissism, voyeurism, and death, as Pierrot stands
frozen by his own reﬂected image, the image itself trapped in its mirrored
frame, while the motionless form of Marietta stretches silently on her bier in
eternal repose, each irreparably separated from the other.
The Marionettes is important for several reasons besides evidence of
Faulkner’s talent as a graphic artist. In and of itself, the composite work is
testament to Faulkner’s dedication to craftsmanship and search for beauty
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through stylization as well as his interest in tightness of construction and the
use of specific techniques such as the counterpointed plot, the inset story,

framing, and multiple perspectives. As an ensemble piece, the practice of
making The Marionettes gave Faulkner intimate experience in the pictorial
structuring of a narrative, a practice he would ultimately transfer to his fictional compositions, imbuing them with a uniquely visual aesthetic. The
well-known tableaus of the later fiction are directly indebted to Faulkner's
experience in illustrating this early dream play, as moments of frozen action
became central to his aesthetics, performing as nodal points for the conveyance of intense narrative meaning. Although the narrative dimension of

The Marionettes may indeed be decidedly amateurish, the illustrations are
not. Faulkner’s review of Joseph Hergesheimer’s Linda Condon could have
just as easily been applied to his own experimental picture book: "It is more

like a lovely frieze, a few unforgettable figures in silent arrested motion, forever beyond the reach of time and troubling the heart like music.”

Mayday and the Promise of Style

Nearly six years after he had finished The Marionettes, on January 27,

1926, Faulkner completed another of his unique hand-crafted booklets, this
one a chivalric romance entitled Mayday (the recycled title of his first novel,

Soldier’s Pay),18 which he presented to Helen Baird, a dark-eyed, dark-haired
13 For more on Faulkner's title, especially as a verbal pun on the intemational signal of distress, “m ’aidez,” see Carvel Collins’ introduction to the facsimile text of Faulkner’s Mayday.
Notre Dame: U of Notre Dame P, 1976, pp. 38—39.
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beauty who had captured the young artist’s imagination during his working
sojourn in bohemian New Orleans.19 Similar in form to The Marionettes,
Mayday is also structured through the interaction of word and image as

Faulkner positions specific illustrations throughout the text in support of the
narrative action. That Faulkner continued to make works of visual art even

after he had published his first novel and collection of poetry is testament to
his deeply ingrained need for pictorial expression. That Mayday’s illustrations are less successful than those created for The Marionettes may indeed be

evidence of the increasing supremacy of fiction in Faulkner’s life and work,
but they also point to what would become one of his most potent expressive
traits-~the mixing of styles, both verbal and visual, for thematic enlargement,
historical perspective, and aesthetic transfer.
For the forty-two page text of Mayday, Faulkner created five illustra-

tions, two ink drawings that serve as frontispiece and endpiece, and three
watercolors positioned at spatial intervals roughly coinciding with the narrative’s introduction, middle, and conclusion.20 In the gaps between these

powerful images, the narrative action takes place as Galwyn21 of Argthyl, a
l9 Faulkner’ s experiences in New Orleans were invaluable to him as an artist, although his

obsession with Helen Baird caused him nothing but pain and rejection. See Blotner, pp. 474-508.
20 Mayday contains forty-four pages of narrative: the frontispiece is accompanied by the
textual dedication, "The Vision in the Chapel” is placed on page three, ”The Return to Earth”

on page eighteen, "The Final Vista” on page thirty-nine, with the endpiece framing the drama
after a five page textual conclusion. While the distribution of illustrations is not perfectly
symmetrical, Faulkner’ s decision to place ”The Return to Earth" in the booklet’s (near) center,

far from its textual analogue, is strong evidence of the artist’s need for visual balance in the
reading of a text.

21 ”Galywn,” as a defeated chivalrous knight, is the prototype for several of Faulkner’ s later
male characters who similarly fail in their noble quests, especially Gavin Stevens, whose
idealism seals his courtroom defeat in Sanctuary
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"knyghte" of old, accompanied by his two companions, "Hunger” and Pain,"
undergoes a series of adventures in search of the "Young Compassionate

One” that he sees in a vision as the story begins, a crucial event reinforced by
Faulkner’s rendering of the scene in the watercolor illustration placed opposite [Fig. 60, page 137]. The illustrations, like the narrative itself, are a blend of

styles and moods, as Faulkner juxtaposes themes and characters from Arthurian romance with folk humor, irony, and modern cynicism in an attempt to

express the cosmic absurdity of love and its inevitable disillusionment. Unlike the interaction between word and image in The Marionettes, most of the
illustrations in Mayday rarely image specific textual passages but instead function more as independent pictures that encourage interpretation on a variety
of levels. In fact, in Mayday Faulkner stretches the relationship between word

and image for an illustrated book to the breaking point, with several images
bearing absolutely no resemblance to the text at all.

The frontispiece to Mayday [Fig. 59] is a strong black and white design
featuring a series of alternating spiralled shapes with various figures positioned throughout the composition. In the lower left quadrant, Faulkner has

placed a standing female nude, realistically rendered, with her back to the
viewer; sharing the picture’s ground plane is a bearded faun, seated in profile, playing a reed pipe, his back and haunches supported by the composition’s outer edges. In addition to these two corporeal presences, Faulkner has
positioned two abstract figures composed of slender circular lines within the
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Figure 59: Faulkner, frontispiece, from Mayday, 1926
Courtesy of the William Faulkner Estate
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design’s repeated white bands, as well as a schematic group of three figures in
reverse silhouette in the black triangle forming the picture’s upper left corner.

Like several of Faulkner’s earlier drawings for the college annual Ole Miss
[Figs 45-46, pages 81-82], the frontispiece for Mayday is evidence of the artist’s
predilection for grouping figures to express thematic relationships as well as
his continuing taste for compositional complexities that actively engage the
reader in the search for meaning.
Although Faulkner’s dedication on the adjacent page does little for a
specific interpretation of these initial images, seemingly only heightening the
mystery--”to thee / O wise and lovely / this: / a fumbling in darkness” (45)--

the epigraph does trigger the essential dynamic of the tale which is concerned,
like The Marionettes, with the eternal search for love and beauty and the
attainment of a higher realm of existence through purity and sacrifice. The
faun, then, is another Pierrot-like suitor, piping his song to his muse, the female nude framed in a spiralling cone of black opposite, who is either entranced by the faun’s music or who attempts to ignore it. The abstract figures
filling the center of the composition are indecipherable at this point, but their
spatial positioning and lines of motion associate them with the faun, perhaps
as musical images spawned by his song. In their sheer linearity, the two figures (later identified as Galwyn’s companions ”Hunger” and ”Pain”), also ex-

ist on a different visual plane than the more full-bodied figures of the nude
and the faun. Also dissociated from the main images, in the picture’s top left
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quadrant, Faulkner creates an inset story within the larger narrative, as a
more aggressive faun chases two leaping stylized female nymphs in a scene
that pictorially underscores Mayday’s dominant theme of desire and pursuit.
The effect of such a composition creates a narrative and thematic expansion
as the action of the picture splits into three separate spatio-temporal realms,

with the faun and his muse existing in present human time, the spirit figures
dwelling in an abstract world outside time,22 and the group of three arcadian
figures frozen forever, like Keats’ lovers, in a glorious past.
Unlike the illustrations for The Marionettes, there is little internal consistency in the series of pictures running with the text in Mayday, a fact
underscored by the brightly-colored watercolor that Faulkner positions on the
following page.23 In contrast to the emblematic nature of the frontispiece and
its stylistic indeterminancy, ”The Vision in the Chapel” [Fig. 60] seeks to represent faithfully its textual analogue in a Pre-Raphaelite style24 as Galwyn
of Arthgyl kneels on the floor before his altar, an ethereal female shape hovering above him in a diagonal shaft of white light. The textual corollary, positioned beside it, describes the scene as a transition from darkness to light, as

the sun like a swordblade touched his own stainless long sword,
his morion and hauberk and greaves, and his spurs like twin
22 The spirit figures can also be interpeted as personifications of sound, a synaesthetic technique that thematically connects the faun to his romantic target, the nymphs. For more on
Faulkner’s synaesthesia, see Honnighausen, The Art of iylilation, pp. 96—113.

23 The three watercolor illustrations in Mayday are the only known examples of Faulkner’s
ability as a watercolorist and are especially instructive for a knowledge of his talent as a
visual artist at this stage in his career.

24 For more on Faulkner’s Pre-Raphaelitism, see Honnighausen, pp. 66-68.

Wilhelm 137

Figure 60: Faulkner, ”The Vision in the Chapel," from Mayday, 1926

Courtesy of the William Faulkner Estate
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golden lightnings where they rested beneath the calm sorrowful

gaze of the Young Compassionate One, touching his own young
face where he had knelt all night on a stone ﬂoor, waiting for
day. (47-48)

The image itself is structured on a sharp division of dark and light as well, as
the bottom triangular half of the composition is heavily modelled in dark
blues, purples, and greens, while the upper half of the image is feathered with
light tones denoting intense brightness. The visual code is reinforced by several of Faulkner’s usual compositional devices such as the vertical frame,

dark and light mirroring, the use of the diagonal and patterning, but he has
introduced a competing directional element in the arabesque, a shape that

divides the composition in half and pulls the viewer’s eye out of the top margin of the illustration.
Like the image of ”Pierrot Sleeping” in The Marionettes, ”The Vision

in the Chapel” works as an anchor image for confirmation and visualization
of the text itself. In addition to matching its textual analogue, the image foregrounds the activity between waking, bodily states of consciousness and unconscious, spiritual ones and contributes to the narrative’s overall theme of
indeterminancy, illusion, and alternative states of being as varieties of exis-

tence. The composition’s emphasis on doubling reinforces this major theme
as the inanimate objects such as the statue, the sword, and the armor are con-

trasted with their human and spiritual counterparts, Galwyn and the "Young
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Compassionate One." Galwyn himself, as a sign of his divided nature, is visually split in two by the illuminating shaft of light, his profile a slender silhouette that mirrors the small statue framing the left side of the picture. As
the reader continues throughout Mayday, the figure of Galwyn will be inevitably imaged as the purple-shrouded, helmeted knight seen in this initial
illustration.
Immediately following this initial textual and illustrated image, the
scene of m changes, as Galwyn finds himself in ”a valley between shelving vague hills where the air was gray and smelled of spring,” and where he
comes ”upon a dark hurrying stream which, as he watched, became filled
suddenly with atoms of color like small darting fish, and the water was no
longer dark” (48). The image itself more readily pictures the landscape in the
narrative’s third watercolor, ”The Final Vista” [Fig. 62, page 146], but the inclusion of the two small green and red ”designs,” called "Hunger” and "Pain,"
sends one back to the abstract figures in the frontispiece for visual identification. The passage is also significant in its foregrounding of the act of perception, as Galwyn repeatedly asks his companions how to interpret the myriad
images taking form in the stream: "What does this signify?” (48, 49). When
the knight sees the beautiful face of the Young Compassionate One, with her
"long shining hair like a column of fair sunny water,” the reader recognizes

her as the image from "The Vision in the Chapel," a correspondence that
clarifies the identity of the patterned arabesque as a representation of the
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hurrying stream that was "like an endless tapestry unfolding before him” (49).
This type of interior lateral movement, forecasting an episode or initiating
textual rebound, is used throughout My as an alternative means of connecting picture to word. Rather than directly illustrating a textual passage in
exact detail, Faulkner uses the pictures in May to encapsulate images and

motifs from a variety of scenes in the narrative, imbuing the illustraions with
both representational and emblematic qualities.
In the pictorial gap between the first and second illustrations, Galwyn
begins his journey, travelling for seven days in a dark forest "where enchantments were as thick as mayflowers” (52). Encountering a "puzzling incomprehensibile stranger,” who is revealed as Father Time himself, Galwyn
learns that the magical woods are filled with captive beauties, several of

whom he will meet on his quest for the Young Compassionate One. The
stylistic playfulness of the frontispiece is also mirrored in these textual passages as Faulkner mixes archaic themes and sentiment with modern language
and worldliness. Counseling Galwyn on the choice of two other princesses,

Elys and Aelia, the old hermit displays an odd sense of prosaic wisdom,
"[w]hich ever you choose, these two princes are well able to set a son-in-law
up in any business he wishes” (61). The episode is also significant for its initiation of Mayday's dominant themes of Fate and the riddle of existence, as
Galwyn for the first time hears that he is merely a puppet of desire, "a handful of damp clay which [is driven] hither and yon at will until the moisture is
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gone . . . [and] then he will be as any other pinch of dust” (58).
Stylistically, ”The Return to Earth” [Fig. 61], with its light, fanciful color

scheme and fairy-tale chariot of dolphins, would seem better suited for a children’s book, perhaps like The Wislnngres than for a dark, pessimistic tale

about modern love like M. The illustration itself images a small passage25 that comes thirteen pages after Faulkner’ s positioning of the watercolor
in the booklet's center: ”The chariot had left earth far behind and was now
rushing through the sky, crashing through silver clouds like a swift ship

among breakers, while falcons on planing rigid wings and with eyes like red
and yellow jewels whirled about it, screaming” (75). While the watercolor,

like ”The Vision in the Chapel,” does accurately portray its textual analogue,
what is particularly interesting about this illustration is the physical distance
that separates it from the text it is designed to represent, a quality Northrup

Frye has termed "syncopation."26 As a coded system, the illustrated book conditions the reader to make correspondences between text and image; when

the reader encounters an illustration in the narrative progression that doesn’t
represent the simultaneous dramatic action, a rupture in the visual-verbal
dialectic takes place, resulting in a greater independence for the illustration

since it must be read as a picture in its own right, without a textual analogue
25 The illustration can actually be compared to two other passages in the text, with each scene

imaging different aspects of the parent illustration. See the scene of the Princess’s arrival ”in a
chariot of gold” drawn by ”nine white dolphins” (72-73) and the episode of the couple’s descent, surrounded by "plummetting falcons,” in ”a single long swooping rush through measureless
regions . . ." (78-79).

25 See Northrup Frye, "Poetry and Design in William Blake,” in Discussions of William Blake
ed. John Grant (Boston: Boston UP, 1961), p. 48.
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Figure 61: Faulkner, ”The Return to Earth, from Mayday, 1926
Courtesy of the William Faulkner Estate
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to aid in interpretation.
In contrast to the cloistered space of "The Vision in the Chapel,” ”The

Return to Earth” features a light, open composition with rounded forms
moving in a reverse arabesque from the first illustration. Nine streamlined
dolphins soar zeppelin-like through the pale sky, their yoked bodies pulling a

gold chariot driven by the cartoon figures of a princess and an armored
knight, the whole surrounded by the darting shapes of eleven highly-stylized
falcons. While the text offers few clues for interpreting the meaning of such a

fantastical image, the reader automatically registers the helmeted knight as
Galwyn from the previous illustration, but the identity of the female figure,
with her gold gown and headpiece, remains a mystery. The chariot itself,

with its image of a headless valkyrie bordered by contraposed spiral designs,
recalls the decorative spirit of the Arcadian figures in the frontispiece, while
the green and red designs that have been erroneously described27 as plumes
attached to the dolphins like the one curling behind Galwyn, are actually the
abstracted figures of "Hunger” and ”Pain” that have been with the knight
from the very beginning as emblems of his thwarted desire.
Although the narrative scene developed throughout the nine pages
preceding the illustration clashes dramatically in tone, color, and mood,

Faulkner, in typical fashion, has attempted to suture picture to word in a semiotic relationship through the use of key words that image similar graphic
motifs in the illustration. While the reader still has no textual means of
27 See Honnighausen, p. 71.
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deciphering the odd image of Galwyn in a gold chariot pulled through the sky

by a team of dolphins, at the bottom of the page there is a line break, with the
new paragraph describing Galywn’s emergence from the woods where the day

”broke suddenly into a froth of sunlight” and "his eyes felt like two falcons
straining in their sockets” (62), both images that consciously evoke correspondences in the watercolor beside it.
”The Return to Earth,” with its stylistic and thematic disparities, rup-

tures the relationship between word and image and signals a new direction
for the knight’s quest, a point made graphically by the illustration’s dominat-

ing reverse arabesque. From this point in Mayday the gaps widen between
the visual and the verbal, even as Faulkner makes corresponding attempts to
link the two, as in Galwyn’s comment regarding the Princess Yseult whom
"he preferred seeing her back to her front, naked” (69), an image that directly

recalls the standing nude of the frontispiece. When Galwyn finally meets the
Princess Aelia, the scene is invested with a particularly potent iconic power
since the reader has been previously cued to look for this scene in the narra-

tive as a nodal event. The textual episode reveals the illustration’s double
function as a faithful pictorial analogue that images the specific scene of Ga]wyn and Aelia’s argument as they plummet towards the earth, and as an emblematic image that pictures Galwyn’s metaphysical condition as a puppet of

fate, driven to and fro by his desire, here imaged quite appropriately as a
beautiful strong woman.
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”The Final Vista” [Fig. 62] is a return to a more realistic style like ”The

Vision in the Chapel” with carefully modelled forms and suble tonal gradations; however, unlike the previous two illustrations, this penultimate im-

age doesn’t picture a specific passage in the text, but combines elements from
the narrative episodes straddling the illustration. Compositionally, the illustration is built on the Golden Section format, the dominating tree shape in
the foreground forming an interior landscape that in turn frames the two figures gazing into its depth. Galwyn seemingly has come full cirde in his quest,

back to the landscape he entered after his initial vision of The Young Compassionate One, ”between shelving vague hills where the air was gray and
smelled of spring” (48, 81). The textual analogue to the illustration does place
Galwyn ”at the brink of the stream” gazing ”into the dark hurrying waters”
(82), accompanied by the small red and green ”designs” of Hunger and Pain,
but there is no mention of the female figure beside Galwyn in the illustration.
Further complicating the visual-verbal dynamic is the introduction of a new
ﬁgure into the scene, ”a paunchy little man . . . with a beautiful white high
brow,” whose identity is revealed as the "good Saint Francis,” and whose
comment, ”Little sister Death” (87), at the narrative’s conclusion establishes a

tentative identity for the female standing with Galwyn in ”The Final Vista."
By picturing both of Galwyn’s companions, Hunger and Pain, as well as
“Little sister Death," the illustration deconstructs itself since the provision of

Galwyn’s crossing to the other side would grant him eternity with one or the
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Figure 62: Faulkner, ”The Final Vista," from Mayday, 1926

Courtesy of the William Faulkner Estate
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other, not both. Indeed, the picture could be read as a moment of indecision

for the young knight, who finally decides to step "forward into the water and
Hunger and Pain went away from him” (87).28

The endpiece to Mayday [Fig. 63] is especially important for interpreting
the narrative's conclusion since it sums up the dramatic action and reestablishes contact between the visual and the verbal by introducing words into

the pictorial field, a practice that recalls Faulkner’s earlier illustration work
for the Ole Miss annuals and points to his increasing interest in techniques

culled from cubist painting. The stylistic alternations of Mayday, like Galwyn’s quest itself, come full circle in this final image, as Faulkner returns to
the same graphic style he used in the frontispiece, but here the spatial parameters are not marked by division but by wholeness and integration. The
illustration itself carries the narrative sequence to its logical conclusion as
three disembodied spirit figures pay their last respects to the young knight,
whose shield now marks his final resting place, apparently some sort of elaborate tomb decorated with strands of Beardsleyesque roses, topped by an or-

nate cross. While the two abstract figures standing on either side of the tomb
can be identified as Galwyn’s companions Hunger and Pain from previous
illustrations, the center figure’s identity is not certain, although his ”smooth

brow” and distinctive monk’s robe suggest that he is a spiritual manifestation

28 Carvel Collins elucidates many similar themes between Mayday and The Soundﬂthe
F_ury, most important of which is the link between Galwyn’s suicide by drowning and his union
with “Little Sister Death” and Quentin Compson’s similar fate brought about by his obsession

with his sister, Caddie. See Collins’ introduction to Mayday, pp. 23-38.
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Figure 63: Faulkner, endpiece, from Mayday , 1926

Courtesy of the William Faulkner Estate

Wilhelm 149

of the good Saint Francis who forces Galwyn’s choice between life’s pain and
suffering or oblivion’s blithe forgetfulness at the narrative’s conclusion.

In this final illustration Faulkner attempts to provide a unified frame
for Mayday’s many stylistic and thematic disparities through the graphic de-

vice of the spiral bands and the use of the shield as a boxed space wherein the
last words of the narrative are written. The spiral forms, reversed from the
frontispiece, pull the viewer’ 5 eye back in toward the narrative space, a movement reverberating all the way back to the frontispiece, whose similar whirling forms align with those of the endpiece, and in effect, encircle the book. In
addition to the visual cohesiveness created by such a design, the spiral motif
also images the crucial theme of circularity that perfectly illustrates the futility
of Galwyn’s quest, one that leaves him interred in the earth as merely another "pinch of dust," with only his shield remaining as evidence of his prior
bodily existence. The shield itself is an early visual example of the container

motif that would become immensely important in Faulkner’s later fiction,
where it is often associated with the artist himself. In this final visual episode, Faulkner links M’s themes of frustrated desire and alienation with

that of the martyred artist, whose piping began the narrative, and who has
been replaced by Galwyn’s shield in the end. Propped against the Jesuit cross,
the shield, once blank, now bears Galwyn’s epitaph like a tombstone, contain-

ing the whole of his earthly existence in six sparse, ultimately meaningless,
words: ”hi e jacet, Galwyn of Arthgyl, knyghte."
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Although Faulkner would continue to design and personally bind
three more hand-lettered booklets--Helen: A Courtship (1926), Royal Street:
New Orleans (1926), and The WishingTree (1927), his practicing career as an

illustrator ended with the drawings and watercolors created for My.
Faulkner’s concern with design and illustration, however, remained one of

the artist’s most distinctive traits and greatly contributed to the stylistic complexity and emphasis on the visual that marks many of his most impressive
fictional works. Faulkner’s enthusiastic response to the work of illustrator
Edward Shenton, whom editor Saxe Commins recruited to supply the drawings for the 1955 edition of Big Woods, exemplifies Faulkner’s lifelong interest in the interaction of the visual and the verbal, even if by this point in his
life, the writer had become somewhat tentative with regard to his own talents as a graphic artist.
Throughout the letter, Faulkner counsels Shenton on the choice of
appropriate images and their positioning in the pictorial field for maximum
effect, problems that had occupied the writer throughout his career, especially
in the early illustrated books such as The Marionettes and Mayday: "The
double spread page is just right for proportion. If possible . . . . [w]hat about a
sort of calvacade, as the hunt would leave camp: walking men and dogs, one
or two riders, a team of mules drawing a wagon containing more hunters ?

this all tiny figures on spread page” (SL 376). Regarding the depiction of the
mastiff Lion, Faulkner found fault with Shenton’s illustration, insisting that
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the hound ”should, to me, have a bolder look. . . . It is the bony ridge of his
brow which gives him a look of concern which seems to me a little wrong”
(SL 376). Faulkner’ s emphasis on the tableau format and the appropriate

use of focal detail even at this late stage in his career attests to the potency of
his apprenticeship as a visual artist, for these signature aesthetic structures

were initially developed through his exposure to the double-code of visualverbal interaction implicit in the illustrated book. That Faulkner cut his teeth
as an artist on such hybrid projects would ultimately yield enormous benefits
for the ﬁction to come, as the once aspiring illustrator began the long process
of transferring his graphic talents to the written page, eventually developing a
highly visual aesthetic that encourages the reading of his fiction as a sequence
of intimately related images that combine to tell a picture story.
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Chapter Three: Faulkner and Cubism: The Visible Shape of Language
Cezanne discovered methods and forms which have revealed a vista of possibilities to the end

of which no man can see; on the instrument that he invented thousands of artists yet unborn
may play their own tunes.
- Clive Bell, ﬁt, 1913
[H]ere was Paris . . . that cold-blooded dying city to which Cezanne was dragged by his friends
like a reluctant cow, where Monet and Degas fought obscure points of color and life and love,

cursing Bougereau and his curved pink female ﬂesh, where Matisse and Picasso yet painted--.
- Faulkner, ”Elmer," 1925

When Faulkner arrived in Paris in August 1925, he was no stranger to
modern art, even taking special care to secure residence "in Montparnasse.
On the left bank of the Seine, where the painters live” (SL 11). Within days

he had made friends with "a photographer, and a real painter" and a "gang of
Chicago art students,"1 and had visited both the Louvre and the Luxembourg,
as well as having ”seen Rodin’s museum, and 2 private collections of Matisse
and Picasso (who are yet alive and painting) as well as numberless young and
struggling moderns” (SL 12, 22, 23). In letters home to his mother, Faulkner

described seeing ”the Winged Victory and the Venus de Milo, the real ones,
and the Mona Lisa, etc." at the Louvre, as well as ”the more-or-less moderns,

like Degas and Manet and Chavannes”; he also reported having attended a
”very very modernist exhibition the other day--futurist and vorticist” (SL 13),

terms that show his familiarity with the some of the many varieties of modern art. Indeed, in addition to the city’s major exhibitions of Art Deco and
Surrealist Art, there was, among the many small galleries in the Latin
1 The photographer was William C. Ordione, who took several portraits of Faulkner in his
pose as a bearded bohemian writer abroad; the painter remains unidentified, but is possibly

William Hoffman, a member of the ”gang of Chicago art students.” See Blotner, Faulkner: A
Biography, pp. 451, 463.
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Quarter whose culture Faulkner was deeply immersed in, “a wide range of ex-

hibitions to see, from the cubist paintings of someone like Andre Lhote to the
strong nudes of Jules Pascin” (Blotner 453).
The artist for whom Faulkner reserved special praise, however, was

Cezanne, whose ”marvellous watercolors”2 had impressed the young writer
at the Metropolitan Museum of Art in New York in 1921. In Paris, Faulkner
would see more of the master’s work, leading him to exclaim, "And Cezanne!

That man dipped his brush in light like Tobe Carothers would dip his in red
lead to paint a lamp post. . . .” (SL 23).3 Faulkner had known of Cezanne since
at least 1917, most certainly earlier, given Miss Maud’s taste for post-impressionist painting, as well as the continued fallout from the still controversial
Armory Show that had introduced modern art to the United States in 1913.
Phil Stone’s copy of Clive Bell’s £9 now in the Brodsky Collection, is dated
3/ 18 / 17 with pencil underlinings throughout, and would have provided
Faulkner with an enthusiatic encomium on Cezanne as the Father of Modern
Art. In fact, Bell’s concept of ”Significant Form," in which "lines and colours
combined in a particular way, certain forms and relations of forms, stir our
aesthetic emotions” (Bell 17), is based on the achievements of Cezanne, who

”discovered a sublime architecture haunted by that Universal which informs

2 In Thinking of Home: William Faulkner’s Letters to His Mother agd Father,m§i9ﬁ, ed.
James G. Watson (New York: W. W. Norton): 137.

3 The quotation, seen as odd by many critics, makes more sense when one considers Faulkner’s
viewing of Cezanne's watercolors at the Metropolitan in 1921. The watercolors, much more so

than the heavier oils, were roundly praised for their pure evocation of light, a quality which
the quote clearly praises.
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every Particular. . . . In so far as one man can be said to inspire a whole age,
Cezanne inspires the contemporary movement” (Bell 141, 135).
Faulkner was certainly inspired by Cezanne’s work, as were many writers of the modernist period. In the 1925 sketch ”Out of Nazareth,” Faulkner
had praised the painter’s genius, claiming that ”no one since Cezanne had
really dipped his brush in light” (NOS 46). In Paris, working on the aborted
novel "Elmer,” Faulkner again mentions the Master of Aix, demonstrating
his knowledge of Cezanne’s life, in this case, the painter’s unhappy move to

Paris instigated by his boyhood friend Emile Zola: "and here was Paris . . .
that merry childish sophisticated cold-blooded dying city to which Cezanne
was dragged by his friends like a reluctant cow” (Blotner 460).4 Years later, at
one of the last of his University of Virginia lectures, Faulkner was asked if he
remembered seeing Cezanne’s work and if there was a similarity in the writer’s use of color in his books and Cezanne’s use of color in his paintings, to
which Faulkner replied, "I think that criticism probably has a great deal of
merit in it. As I was saying before, a writer remembers everything he ever
reads or ever sees and then when he needs it, he draws upon his memory and
uses it.” Pressed for a more definite answer, Faulkner was again asked,

”Then, Sir, when you were in Paris you did go to the art galleries and did see
and remember the paintings of Cezanne?” Faulkner replied, "Yes, that’s
4Faulkner, too, was dragged by his friends to an alien city--Hollywood--where the writer
would work on screenplays for the movies during the 1930s and 40s. After working for a short
period at MGM, Faulkner asked if he could go home because he worked better there. Thinking

that the writer wanted to retire to his bungalow across town, the producers agreed. The next
time they heard from Faulkner, he was back in Oxford, Mississippi. See Blotner, pp.
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right.”5
To determine what Faulkner knew about modern art and when he
knew it is not always an easy task, since Faulkner, reticent by nature, was not
given to making grandiose pronouncements like Hemingway, for example,
whose well-known phrase ”I can make a landscape like Mr. Paul Cezanne,” is
a rare overt link in the study of the relationship between the verbal and visual arts6 More often, with Faulkner, what one gets are grudging admissions,
tantalizing suggestions, and curious allusions to the visual arts. However, as
Richard P. Adams suggests in his study of Faulkner’ s ”apprenticeship,” the
inﬂuence of Cezanne on Faulkner is "more than a matter of color, or of how

to make a landscape”; it is more "a matter of how the artists go about building the structures of their works” (20). Indeed, as an artist who concentrated

primarily on the role of perception in painting, Cezanne did not think that
he had to choose ”between feeling and thought, between order and chaos. He
did not want to separate the stable things which we see, and the shifting way
in which they appear; he wanted to depict matter as it takes on form, the
birth of order through spontaneous organization” (Merleau-Ponty, qtd. in C:
mg 69). Faulkner’s own preference for unplanned composition is strikingly similar to Cezanne’s in the shared desire for "that ecstasy, that eager and
joyous faith and anticipation of surprise which the yet unmarred sheet
5 From an interview with Kraig Klosson. See Watson Branch, "Darl Bundren’s Cubistic
Vision,” in Willigm FMkner’s As I Lay Dying: A Critical Casebook, ed. Diane L. Cox. New
York: Garland, 1985: 35-50.

6 Hemingway. qtd. in Lillian Ross, ”How Do You Like It Now, Gentlemen?” in A Collection of
Critical Essays, ed. Robert P. Weeks (Englewood Cliffs, N. J.: Prentice-Hall, 1965), p. 36.
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beneath my hands held inviolate and unfailing, waiting for release."7
Faulkner’ 5 interest in the visual arts, initially nurtured by Miss Maud

and Damuddy, became increasingly sophisticated as he continued to grow as
an artist. In addition to introducing Faulkner to the aesthetic theories of
Clive Bell, Stone engineered both of the young writer's trips to New Haven
(1917) and to New York (1921) where Faulkner would see for himself works of

modern art that he had been reading about for years. In New Orleans, from
January to July 1925, Faulkner’ 5 art education intensiﬁed as the writer entered
the bohemian world of modern artists centered around the Vieux Carre, shar-

ing an apartment with architect and illustrator Bill Spratling, and marvelling
at a culture that permitted ”forty people to spend day after day painting pictures in a single area comprised of six city blocks.”8 Spratling, who was a
mover and a shaker in the New Orleans’ art world, had attended the prestigious Beaux Arts in Paris and who in 1925 taught architectural rendering at
Tulane, provided Faulkner with a model of the successful artist, one that he

would soon develop into the character of Gordon the sculptor in MosquiLogﬂ Apparently Spratling took it upon himself to mentor Faulkner in the

visual arts, giving him Elie Faure’s recently published installment of the
7 William Faulkner, "An Introduction for The Sound and the Fury," ed. James B. Meriwether,
Southern Review, n. s. 8 (1972), p. 709. On Faulkner’s "cubist” tendencies in composition, see

Panthea Reid, ”The Scene of Writing and the Shape of Language for Faulkner When ’Matisse
and Picasso Yet Painted,” in Faulkner and the Artist: Faulkner and Yoknapatawpha 199,3, eds.
Donald M. Kartiganer and Anne J. Abadie (Jackson: UP of Mississippi, 1996): 82-107.

3 Foreword to Sherwood Anderson and Other Famous Creoles (New Orleans: Pelican Bookshop,
1926), rpt. (Austin: U of Texas P, 1966), unpaginated.

9 For more on Gordon and sculpture in the novel, see Claus Daufenbach,"A Portrait of the Modernist as a Young Aesthete: Faulkner’ s Mowitoes,” Amerikastudien, vol. 42, no. 4, (Winter

1997): 547-58.
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History of Art that focussed exclusively on "Modern Art” and which included
plates that read like a list of Faulkner’s favorite artists-~Puvis de Chavannes,
Manet, Degas, Van Gogh, Rodin, Matisse, Picasso, Braque10--and, of course,

Cezanne, whose represented works included the landscape at "L’Estaque"
which Faulkner would see in person at the Luxembourg, a view of "Mont
Saint-Victoire," and a version of the "Cardplayers.”
In addition to the mentoring influence of Spratling,“ Faulkner absorbed modernism through other sources, such as his close relationship with

Sherwood Anderson, an amateur painter himself, who had learned first hand
about the dynamic cross-fertilization of the visual and verbal arts at the Paris
salon of Gertrude Stein.12 He would have also been exposed to modernist
works through his working relationship with the avant-garde magazine The
Double Dealer, a publication that vigorously promoted modernist principles
and aesthetics. Faulkner also regularly visited the Delgado Museum (now the
New Orleans Museum of Art), "looking at the pictures, and [spending] the
10 Specifically, Faulkner would have seen the following artworks: Chavannes's ”The Poor
Fisherman”; Manet’s “The Bar at the Folies-Bergeres"; Degas’s ”Women Ironing” and "Ballet
Girls”; Van Gogh’s ”Self-Portrait” and ”Street in Arles"; Rodin’s “Eve”; and Matisse’s

"Flowers” and "The Cliff." Among the Picasso’s, Faure includes ”The Girl on the Ball," a line
drawing of "Dancers,” and a portrait of "Reapers Resting”; Braque is represented by a single
painting--a synthetic cubist "Still Life." See Elie Faure, Histog of Art. vol. 2. Trans. Walter
Pach. New York: Dover, 1924, pp. 355-485.

11 Although Spratling obviously encouraged Faulkner’s interests in modern art, Spratling may

also have been one of the reasons Faulkner abandoned his career in art. Whether he overtly
expressed a negative reaction to Faulkner’ s drawing remains conjecture, but apparently Faulkner reevaluated his talents in light of the older artist’s work. See the sketch, ”Out of Naza-

reth,” where Faulkner describes Spratling as an artist, ”whose hand has been shaped to a brush
as mine has (alas!) not. . ." In New Orleans Sketches ed. Carvel Collins. New York: Random
House, 1958, p. 46.

12 On Stein’s transference of visual techniques into prose structures, see Wendy Steiner’ s Exact
Resemblance to Exact Resemblance: The Literag Portraiture of Gertrude Stein. New Haven:
Yale UP, 1978.
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evenings talking with painters and writers and musicians" (TH 181) in a con-

tinuous dialogue wherein the artist was gradually revising his aesthetic in an
attempt to break free from what had become a static reliance on such dated
models as Swinburne and the Symbolists.13
Faulkner’ s enthusiastic response to the work of Cezanne and other
painters was not altogether unusual, as many modernist writers during this
time, novelists and poets alike, looked to the visual arts for formal and the-

matic inspiration in hopes of recuperating literature from the stultified conventions of nineteenth-century sentimentalism and sensuousness. What
painters like Cezanne and Picasso offered writers was a new method of constructing fictional reality. Instead of relying on nineteenth-century models
that emphasized a clean narrative line built on the unambiguous relationship between cause and effect in plot, modern artists promulgated a new type

of spatial organization structured through the juxtapostion of seemingly disparate elements that formed a larger non-discursive pattern.14 Cezanne’s radical departure from the official traditions of painting championed by the
French Academy had cast him in the role of revolutionary, an artist who discarded all notions of scientific perspective, vanishing point, convergence, and

13 In "Verse Old and Nascent: A Pilgrimmage," Faulkner claims that Swinburne offered him

"nothing but a ﬂexible vessel into which I might put my own vague emotional shapes." In
Collins, Early Prose and Poetry, p. 114.
14Gertrude Stein had proclaimed the possibilities of such an aesthetic transfer as early as
1907, asserting that ”[e]verything l have done has been influenced by Flau bert and Cezanne,"
counseling Hemingway on how to ”do the country” like the post-impressionist, and telling

people that looking at a portrait of Mme. Cezanne inspired her to write her experimental book
Three Lives.

Wilhelm 159

diminishing sizes in hopes of recuperating painting from widespread insipid
imitation and inartistic illustration. His well-known advice to Emile Bernard

regarding the abstract underpinnings of the picture plane-—"[t]reat nature by
means of the cylinder, the sphere, the cone”15--emphasizes the geometric spatial organization that would be hailed as Cezanne’s greatest achievement, a
development that would ultimately lead Braque and Picasso to invent Cubism.
Cezanne’s break with tradition required a new vision of art, and the
development of new plastic techniques and compositional forms to express
that unique vision. Viewing a Cezanne painting is an exercise in perception,
as forms move, slide, and blur into one another, contours bend and throb

around objects whose solidity is offset by bare patches of canvas, and multiple
perspectives subtly challenge any single objective viewpoint. The secret of
Cezanne’s art is in his use of small building blocks he called "color planes”-what later critics termed "petites sensations ”--two-dimensional geometric
patches in which the entire canvas shimmers and moves in a complex com-

position that continuously relates parts to the whole. This use of pattern as a
totalizing structure is what writers like Gertrude Stein responded to so en-

thusiastically: "Cezanne conceived the idea that in composition one thing
l5 Cezanne, letter to Emile Bernard, dated April 15, 1904 in Paul Cezanne: Letters. ed. John
Rewald. London: Cassirer, 1941, p. 67. The statement itself has been the source of much contro—

versy, especially with regard to its ensuing clause--”put everything in perspective, so that
each side of an object, plane, recedes toward a central point," a technique that is decidedly not

Cezannian. For the definitive study of Cezanne’s pictorial vision, see Earle Loran, Cezanne’s
Composition: Analysis of His Form with Diagrams and Photographs of His Motifs. Berkeley:

U of California P, 1943. rpt. 1963.
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was as important as another thing. Each part is as important as the whole,
and that impressed me enormously. . . . I was obsessed by this idea of composition” (xx).
So, apparently, was Faulkner, whose aesthetics began to change significantly upon encountering the experimental forms of modern art, especially

cubism, which was built on earlier Cezannian principles but which emphasized abstraction and ambiguity to an unprecedented degree. Like all modern
artists, especially the painters, Faulkner understood cubism as a continuation

of Cezanne’s search for a supreme architecture of form. Faulkner’s reading of
Faure would have only reinforced this point, as Cezanne is credited with
bringing "a new intellectual order” to painting (413) that led directly to the development of cubism, the movement led by Picasso that "has broken its nar-

row dikes and resounds from one place to another, over all the sensibility, all
the thought, and all the energy of today” (476). Faure’s conception of the plastic dimension and structual values of cubism would have reﬂected the same
lessons that Faulkner had learned from Anderson via Stein, reinforcing the

supreme importance of compositional complexity and manipulation of pictorial space through fragmentation and dislocation. According to Faure, cubism creates a dynamic new motion through the interaction of
volumes, passages, values, associations, oppositions, and contrasts--which modify one another, reply to one another, inter-

penetrate and become entangled, ceaselessly and in all the
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dimensions. And now, everywhere and all the time, evolving
and vague relationships of an irresistible accent are being established. (489)

Such a complex structure would have obviously appealed to Faulkner, given

his taste for compositional complexity and his fascination with creating
movement, tendencies exemplified in many of his earlier collegiate drawings.
The ascendent reputation of cubism would have also drawn Faulkner to an
investigation of its principles since he was determined to be in the forefront
of modernist writers; as Spratling later recalled, Faulkner worked obsessively,
in ”the morning, in the afternoon and often late at night/’16
Parallels between cubist art and Faulkner’ 5 ﬁction suggest that Faulkner
borrowed from the Cubists, especially the movement’s founders Picasso and
Braque, a way of looking at the world, as well as several specific artistic techniques, and in so doing learned how to adapt his pictorial tendencies to the
visible shape of language. In this chapter I will examine how Faulkner translates such fundamental cubist strategies as the use of multiple points of view,
geometric patterning, ﬂattening, emphasis on surface, repetition of juxtaposed forms, and faceting into his novels as a means of inscribing the text with a
distinctly modern visual aesthetic. In addition to these crucial compositional

techniques, Faulkner was especially attracted to the Cubist painters’ invention
of collage and their use of trompe I ’oeil effects, their tendency to incorporate
16See William Spratling, "Chronicle of a Friendship: William Faulkner in New Orleans,”

Texas Quarterly, 9, (Spring 1966): 34-40.
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words, letters, and symbols into their pictures, and their sense of visual/ ver-

bal punning. Indeed, one of the salient characteristics of Faulkner’s prose
style is that it forces the reader to slow down, pay attention, and actually I ook
at the printed page in the same way a viewer scours a cubist painting for clues
to meaning.

Faulkner’s Significant Form: Translating Analytical Cubism

Cubism’s most striking feature, especially to the early reviewers who
scorned it, was its radical reformulation of the picture plane and concentra-

tion on the fragmentation of form whereby a new pictorial language was
born. Louis Vauxcelles, reviewing Braque's one-man show at Daniel-Henry
Kahnweiler’s gallery in November 1908, observed that the artist ”despises
form, reduces everything . . . to cubes” (qtd. in Golding 20), a phrasing that

would give the movement its name. In fact, cubism was gradually formulated from 1907 to 1914 through the collaboration of Pablo Picasso and Georges
Braque, and extended into the 19205 to include a host of other artists comprising a Cubist School.17 Within cubism as a whole there are two major periods,
the initial Analytic Phase (1907-1912) that featured a revolutionary deconstruction of form and space as exemplified in pictures like Braque’s ”Houses
at L’Estaque” [Fig. 64, page 166], and the second Synthetic Phase (1913—1924)
17 Among the group of artists and intellectuals associated with the Cubist School were
theorists and painters such as Robert Delauney, Jean Metzinger, Albert Gleizes, Femand Leger,

and Henri Le Fauconnier along with literary figures such as Gustave Khan and Guillaume
Apollinaire. See Pierre Daix,Cubists and Cubism. New York: Rizzoli International
Publications, 1982.
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distinguished by the invention of "synthesizing” techniques such as collage
and papier coll e, as in Picasso’s ”Siphon, Glass, Newspaper, and Violin” [Fig.

68, page 190].
Whether the cubist subject is built up, as in the Analytical Phase, or
broken down, as in Synthetic Cubism, the artist’s focus is on the way in which

the mind perceives and experiences form. Picasso himself defined cubism as
"an art dealing primarily with forms" that seek ”a new expression, divested
of useless realism, with a method linked only to . . . thought” (Picasso on Art

59-60). In moving from representation to abstraction, the cubist artist breaks

down the simple form into geometric patterns, manipulating contours and
opening up "passages” between static and dynamic planes that allow the artist to register his total response to the natural form, what Andre Salmon describes as the "total representation of man and of things.”18 Indeed, the cubist
destruction of the naturalistic surface was a new way of representing the
world, allowing the artist to assert intellectual control over the ”innocent

eye” of Impressionism, a movement that had merely responded to evanescent atmospheric phenomena.
Cubism’s emphasis on objects conceived in the mind is evidence of the
movement’s unique conceptual approach to vision and perception, a distinction that led Maurice Raynal, in a series of essays begun in 1912, to use the

term ”the fourth dimension” to define the intellectual and temporal basis of
13 In Andre Salmon, "Anecdotal History of Cubism,” L ejeune pei ntu refrancaise (Paris: Societe
des Trente, 1912), qtd. in Herschel B. Chipp, Theories of Modern Art.
fornia P, 1968, p. 203.

Berkeley: U of Cali-
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cubism. As Deborah Schnitzer explains in her study of modernist pictorialism, ”by grasping an unseen fourth-dimensional quality that is neither an
elusive metaphysical property nor an Einsteinian postulate, cubism aims at a
more profound realism, one that will overcome the limitations of Impressionism’s fascination with the three dimensions of the old visual reality”
(166). John Berger, observing the ”cipher nature” of cubist painting, especially

Analytical works, describes the process of reading such pictures as an interpretive act couched in temporality:
We start from the surface, we follow the sequence of forms
which leads into the picture, and then suddenly we arrive back
at the surface again and deposit our newly acquired knowledge

upon it, before making another foray. . . . We then search--not
for an explanation, as we do if presented with an image with a
single predominant meaning (a man laughing, a mountain, a reclining nude), but for some understanding of the configuration
of events whose interaction is the conclusion from which we
began. When we ‘deposit our newly acquired knowledge upon
the picture surface,’ what we in fact do is to find the sign for
what we have just discovered: a sign which was already there
but which previously we could not read. (24)

Cubism, in its destruction and reorganization of the traditional picture sur—
face, thus foregrounds the temporal dimension of painting more so than any

Wilhelm 165
other modern style, challenging normative distinctions between space and
time in visual art and offering writers new possibilities for spatial form in
modern literature.19
Braque’s 1908 landscape "Houses at L’Estaque” [Fig. 64] provides an
early example of this unique "cubiﬁcation of space,” where (seemingly) solid
geometric shapes-squares, triangles, and cylinders--cover the canvas in an allover articulation of pictorial space. On closer inspection, however, one realizes that nearly every discreet house shape has at least one compromised
plane that opens up and allows "passage” between two (or more) forms.

Braque’s controlled use of shading and ambiguous lighting also ﬂattens the
cube-like forms, as in the central house whose outer edges are clearly deﬁned,

but whose interior planes seem to converge and bend impossibly inward. As
the repeated house shapes pile up on the canvas, moving inexorably toward
the painting’s top margin, the Viewer’5 sense of traditional perspective is frustrated, a defamiliarization that accentuates the picture’s ﬂatness. Like many
of Cezanne’s paintings, the Viewer is trapped within the pictorial space with
no point of egress for the eye; rather than delighting the viewer with evocations of distance as in the Renaissance conception of the painting as a window
frame on reality, cubist pictures force the viewer to contend with the raw

materials of vision, art, and perception by focussing on the physicality of the
19 The seminal work on spatial form in modern literature is Joseph Frank’s The Widepjpg Gyre:
Crisis

t

'

odem 'terature. New Brunswick, N. J.: Rutgers UP, 1963. Frank’s

thesis is that ”modern literature, as exempliﬁed by such writers as T. 8. Eliot, Ezra Pound,

Marcel Proust, and James Joyce, is moving in the direction of spatial form. . . . All these writers

ideally intended the reader to apprehend their work spatially, in a moment of time, rather
than as sequence” (9).
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BuousHouses atL’Estaque. L’Estaque, [August] 1908
Oﬂoncanvas,28¥4 x 23%"(75 x 60cm)
RomiIIy 14. Kunstmuseum Bern.
Herman and Mary-it Rupf Fbundation

Figure 64: Georges Braque, "Houses at L’Estaque,” 1908
Kunstmuseum, Bern
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painting as a painting, as ”the thing in itself.” In works such as these, every
visual foray into depth ultimately returns the viewer to the painting’s surface.
Picasso’s ”Portrait of Daniel-Henry Kahnweiler” [Fig. 65], completed
two years after Braque’s ”Houses at L’Estaque” in 1910, demonstrates the speed
at which cubism moved toward abstraction through an emphasis on discontinuous geometric elements. The tension between representational and nonreferential values in Picasso’s portrait of his dealer is heightened through the
use of angles, planes, and facets that alternately project out toward the viewer
and collapse back into the shallow pictorial space. The painting’s vocabulary,
in its almost complete restriction to ﬂattened angles and straight lines,
achieves a sophisticated patterning in the endless shifting of intricate planes.
Here, Picasso uses repeated forms, angles, and facets to defamiliarize the picture plane and force the reader into an interpretation of the represented
forms. Instead of one "true" nose, one that looks exactly like Kahnweiler’s

from a particular angle, the viewer is confronted by several repeated nose shapes that depict the dealer’3 nose from above, from the sides, and from below;
by reassembling these nose shapes in the mind’s eye, the viewer perceives a
unity that communicates more about the essence of Kahnweiler’s nose than
does any individual shape. Kahnweiler himself explained this quality of cub-

ist painting as its essence, as "the painter no longer has to limit himself to depicting the object as it would appear from one given viewpoint, but wherever
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Figure 65: Pablo Picasso, ”Portrait of Daniel-Henry Kahnweiler," 1912

The Art Institute of Chicago
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necessary for fuller comprehension, can show it from several sides, and from
above and below” (11). The longer the viewer looks at the painting, the more

of these correspondences are made. Ultimately the viewer is rewarded by the
time invested in the perceptual act: by participating in the reconfiguration of
these elements into a more coherent intellectual order, the viewer participat-

es in what is commonly referred to as cubism’s doctrine of co-equality, moving from passive observer to engaged partner in the generation of meaning,
thereby invoking a more cerebral and personal aesthetic experience that is
crucial to the modernist agenda.

Form in Faulkner’s best novels works accordingly, as the reader is initially faced with a bafﬂing rupture of conventional syntax, grammar, and plot
progression that forces the reader to interpret and spatially reconstruct the
narrative's many fragmented elements into a more coherent composition.
Karl E. Zink has argued that ”form in Faulkner’s art constitutes a living effort
to penetrate and to realize in art an ineffable complexity,” and indeed, Faulk-

ner’s "impatient sensitivity to the quality of physical sensation, particularly to
the ﬂuid quality of experience in time, to the supremacy of change and process, to the living impact of the past on the evanescent present moment” contributes to ”the unique external shape” of Faulkner’s novels (384-85). Warren
Beck has commented on Faulkner’s sentences, verbal constructions that
”hold diverse yet related elements in a sort of saturated solution,” where sen-

tences ”rush the reader along willy-nilly, forcing upon him seemingly chaotic
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masses of fact and detail, thought and idea, subtle impression and vivid image which must sort themselves out to form some semblance of order in the
mind as best they may” (463). Indeed, like the early cubist paintings that con-

founded critics and viewers by fragmenting the picture surface with a confusing array of shapes seemingly piled upon each other at random, the surface
rhythms and patterns of many passages in Faulkner’s novels initially obfuscate interpretation and place the reader in the same destabilized position.
Like Joyce, Faulkner manipulated the technique of stream of consciousness
for different effects, often composing sentences that run on for several pages
at a time, a technique that causes the reader to lose track of the original grammatical structure--the speaker, the tense, and even the situation that initiated
it. Only by re-reading many passages can the reader begin to come to an understanding of the particular configuration of events that compose the narra-

tive scene or passage, and often the reader must hold these clues in interpretive abeyance, postponing the completion of the significance of events until
gleaning information from all available viewpoints.

Faulkner’s adoption of the technique of multiple Viewpoints is central
to his narrative aesthetics, and like his verbal constructions at the sentence

level, also engages both temporal and spatial dimensions of narrativity.

Many critics have cited Faulkner’s preference for texts created by multiple
narrators, a strategy that functions analogously to cubism in its insistence on
the interpretation of meaning constructed through a variety of perspectives.
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In novels such as The Sound and the Fury, As I Lay Dying, QghLMugyst,
and Absalom, AbsalomL Faulkner filters narrative action through specific
narrators whose unique consciousnesses observe and interpret the unfolding
events. Each particular angle of vision contributes to the increasingly dense
texture of the narrative, but all of the dislocated viewpoints must be analyzed
and (re)assembled by the reader, who achieves a larger perspective by being in
a position outside the text to reﬂect on the whole. Faulkner had dabbled with
cubist imagery in several of his earlier collegiate illustrations and in Mayday
[Figs 32, 42, 60, pages 56, 70, 137], and he had rather successfully imitated

”cubist moments” in his two apprenticeship novels, Soldier’s Pay and Mp5;
guitoes,20 but only in 1929 with The Sound and the Fury did he begin to use
cubism’s formal innovations to structure an entire narrative.
Point of view thus provides Faulkner a fundamental structuring principle in the major works, one that he would vary from novel to novel, restlessly experimenting with formal compositions that sought to capture the
unique texture of modern experience. In The Sound and the Fury. Faulkner
shapes the narrative into four distinct sections that describe the events of four
days eighteen years apart.21 Each of the three Compson brothers’ interior
monologues give way, in the end, to a larger omniscient perspective wherein
20 In Soldier’s Pay, Faulkner describes Cecily Saunders at the dance in terms suggesting cubist
planes and angles. See pp. 191-92. In Mmitoes, Faulkner has several proto-cubist passages
that seem to be working toward stream-of-consciousness effects. See the passage in the Prologue
beginning "fool fool you have work to do” as a representative example of this type of verbal
construction, p. 47.
21 The first section, Benjy’s, narrates events on April 7, 1928; Quentin’s section is dated June 2,
1910; Jason’s monologue takes place on April 6, 1928; and the last section--often referred to as
"Dilsey"--describes the events of Easter Sunday, June 8, 1928.
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the reader is ﬁnally able to fuse together some of the missing pieces from
what has transpired before. But far from offering resolution, the ending turns

the reader back into the novel to try to put its parts together, to make some
sense of the whole, and to do this he must, like viewers of cubist paintings,

reread it. In As I Lay gang, Faulkner splits the narrative into fifty-nine separate sections, with fifteen different narrators, ranging from the seven mem-

bers of the Bundren family to varying members of the outside community
such as the Tulls and Reverend Whitfield, a structure that has led John Tucker to describe it as "the quintessential cubist novel” (390). Unlike the extend-

ed monolgues of the four narrators in The Sound and the Fury, the broken
construction of As I Lay Dying is far more radical in its proliferation of viewpoints. This continuous shifting between various points of view prevents
the reader from identifying with any one narrator, distancing him from the
narrative action and putting him in the role of spectator rather than participant, a technique that engages the cubist concern for objectivity in the making
of art.22
In novels such as Light in August and Absalom, Absalom!. Faulkner
creates multiple views in time through the use of the ﬂashback, a technique
that interrupts the linear progression of narrative events and replaces the
foregrounded present tense action with remembered events, thus blurring
22 This type of structure would remain one of Faulkner’s most distinctive fictional traits. Contrary to the opinions of many critics who assert that the influence of the visual arts on Faulk-

ner’s work ceased after the novels of the major phase, the structural principle of multiple viewpoints gleaned from cubism is evident in almost all of Faulkner’s novels, even in late works such
as The Town (1957) and The Mansion (1959), both of which separate the narrative into distinct

chapters told from a specific character’5 vieWpoint.
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distinctions between the traditional spatial boundaries of foreground and
background action. _L_1ght_1nAugi_is_t opens with an omniscient narrator pre-

senting visual scenes from an Olympian, or bird’s-eye perspective, one that
frequently aestheticizes visual experience into scenes of static beauty as in the
description of Lena Grove riding in Armstid’s wagon ”as though through a
succession of creakwheeled and limpeared avatars, like something moving
forever and without progress across an urn" (7). The present action, however, is interrupted by intrusive ﬂashbacks that set the stage for the reader’s
understanding of present events. As in The Sound and the Fury, Faulkner
uses multiple views to flesh out gradually the solid core of a character’s personality. Thus Joe Christmas’s childhood is initially presented from the perspective of an omniscient narrator; later it is retold from the point of view of
his mad grandfather Old Doc Hines; then again from the ”angle" of his
grandmother’s perspective. Christmas’s death at the narrative climax, too, is

viewed from multiple angles, first by Byron Bunch, then by Gavin Stevens,
and finally through the merging character of Percy Grimm, his self-appointed
executioner.
Such ﬂattening is achieved in Absaloml Absalom! to a major extent by
having the bulk of the narrative action take place in the imaginative past
rather than the continuous present. In fact, time present in the novel doesn’t
begin until the fifth chapter when Quentin and Shreve begin their vigil in
the freezing January dorm room at Harvard. What has seemed to be time
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present--the entire afternoon of Miss Rosa’s storytelling to the college-bound
Quentin--is revealed as only one more layer of the narrative past, a past that

is continuously investigated from a variety of viewpoints. By restlessly prob-

ing into the few known details of Sutpen’s life, and imaginately constructing
potential events as they reveal themselves over time, the novel induces what
Zink calls an ”incremental repetition” whereby the reader enjoys a process of
discovery as the material grows in complexity from simple outline to fully
realized composition (386-87). In fact, the narrative structure of Absalom. Ab-

sgLorrr! is certainly as cubist as that of As I Lay Dying; although the viewpoints are fewer, the interdeterminancy is greater, the reader’s role more en-

hanced in the construction of narrative meaning. The entire novel works
like an enormous cubist picture, as both narrators and reader enter a maze of
reconstructed angles, faceted perceptions, and fragmented memories. As
Quentin breathlessly relates to Shreve, the whole endeavor is an exercise in

assembling discontinuous parts like a giant puzzle, where the reader is
”almost touching the answer, aware of the jigsaw puzzle integers of it waiting, almost lurking beyond . . . reach, inextricable, jumbled, and unrecogniz-

able yet on the point of falling into a pattern which would reveal . . . at once,
like a ﬂash of light, the meaning of [the] whole” (AA 250).

Although flashbacks and inset stories proliferate in many of Faulkner’s novels in Absalom. Absalom!. the reader is often forced to navigate
the gaps between speaking and listening subjects, especially when the auditor
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of a specific scene enters his or her own personal reverie. The long italicized
passage that begins with Quentin’s comment on Shreve’s storytelling-”H e

soundsjust like Father” (AA 147)--is an excellent example of Faulkner’s use
of shifting planes and competing viewpoints to layer a narrative passage. In

Shreve’s dramatic recreation of the Sutpen legend, he describes the patriarch
as a "mad impotent old man” (147), a phrase that Quentin echoes at the be—

ginning of his own extended interior monologue on the following page.
Faulkner cues the reader to shifts in consciousness by having the repeated
phrases set in contrasting font styles, so that when Quentin utters the same
words in italics--”thinking Mad i mpotentold ma n” (148)--the reader is aware

that the space of consciousness has shifted to another psyche. By reversing
the hierarchy between regular font and italicized passages, Faulkner creates an
endless shifting between narrative consciousnesses much like the shifting

planes and facets of a cubist picture, a strategy that foregrounds the act of collaboration-23 which informs the novel as a whole.
Unlike ﬂashbacks or inset stories, these types of narrative ruptures occur simultaneously with the storytelling itself, so that as Quentin delves
deeper and deeper into his own personal creation of events within his own
psychic space, he must still respond to Shreve's developing narrative. Faulk-

ner navigates these gaps between psychic spaces by having Quentin
23 Of course, collaboration was a defining characteristic of early Analytical Cubism, where
Picasso and Braque worked patiently together to develop the movement. Braque said of the

experiment, ”It was like being roped together on a mountain," qtd. in Stephen Scobie, Earthquakes and Explorations: Language and Painting from Cubism to Concrete Poetry. Tomnto: U of
Toronto P, 1993, p. 91.
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sporadically reply to Shreve in the regular font--”’Yes,’ Quentin said” (150)--

before slipping back into his own italicized reverie. Such a technique contributes even more to the shifting indeterminancy between typographical patterns and forces the reader to come to terms visually with the surface of the
text as a structure for narrative meaning.
Faulkner’s use of multiple narrators in various sections throughout a
text is complemented by his use of multiple viewpoints within a single narrative passage. What often results from such a technique is a kind of visual
mapping, where the spatial parameters of a specific scene are recorded with
rigorous accuracy and precision. As ILay ﬂing begins by foregrounding such
a visual aesthetic, one that introduces the novel’s intense concern with vis—
ion and design as Faulkner sketches the figures of the two brothers, Darl and

Jewel, as they move through a patterned landscape:
Jewel and I come up from the field, following the path in single
file. Although I am fifteen feet ahead of him, anyone watching
us from the cottonhouse, can see Jewel’s frayed and broken straw
hat a full head above my own. The path runs straight as a
plumb-line, worn smooth by feet and baked brick-hard by July,

between the green rows of laid-by cotton, to the cotton-house in
the center of the field, where it turns and circles the cottonhouse at four soft right angles and goes on across the field again,

worn so by feet in fading precision. (3)
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Darl, as the section’s speaker, initially contrasts his own spatial position to
that of ”anyone watching” from the cottonhouse, a perspective that merges

the two brothers into one simultaneous image as Jewel’s "frayed and broken
straw hat" is superimposed on the foreground figure of Dar] who is ”fifteen

feet ahead of him.

II

Then the scene is presented from two simultaneous

views at once, as the landscape is seen from a vertical, bird's-eye view that pictures the path running ”straight as a plumb-line . . . between the green rows
of laidby cotton,” and also from a horizontal, ground level view from the
rough chinked window cut into the cottonhouse as the path approaches this
central shape to veer off into ”four soft right angles.” When Jewel emerges
from the pierced form, the spatial parameters have been altered, providing

the reader yet another viewpoint, as "[i]n single file and five feet apart and
Jewel now in front, we go on up the path toward the foot of the bluff” (4).
This type of spatial composition not only describes the realistic setting
of the Bundren landscape as patches of color and pattern, but it also registers
the abstract mentality and distanced emotions of the passage’s narrator, Darl.
Faulkner would use the structural motif of a building in a clearing in Q
Down, Moses, but in that novel, the Commissary is the center of action, the

focal point for reexamining history as the wilderness continues to recede on
either side. In As I Lay ﬂing, Faulkner uses the same motif to express the
complete lack of certainty and community within the Bundren family itself.
Indeed, like an ambiguous cubist plane, the square shape of the cottonhouse,
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centered in the brown and green rows of the field, is both solid and void as
Darl circles around the building and Jewel strides inexorably through it. The

gesture is not an accidental one, for the scene registers Darl’s latent aversion
to enclosure as well as his physical and emotional separation from the Bundren clan, a family that will ultimately turn on him at the novels’s conclusion, permanently enclosing him behind the bars of the State Asylum in
Jackson.

In the opening scene of Sanctuagg, Faulkner uses the same technique to
evoke an air of mystery and danger as Horace Benbow kneels to drink from
the spring. First, the scene is observed from an outside viewer’s perspective,

”[f]rom beyond the screen of bushes which surrounded the spring, Popeye
watched the man [Benbow] drinking”; then it is presented from the opposite
side of the picture, from Benbow’s spatial location, as the reader is shown a
”faint path [that] led from the road to the spring” (3). The angle of perception

then immediately shifts back to the other side of the spring as "Popeye watched the man,” but this viewpoint doesn’t jibe with the passage’s initial vision;
in fact, this second instance of Popeye’s watching records Horace’s initial
appearance into the gangster’ 5 visual field a few moments previously, as the
"tall, thin man, hatless, in worn gray flannel trousers and carrying a tweed
coat over his arm--emerge[s] from the path [to] kneel to drink from the

spring” (3). The confusion of temporal visions is associated with the doubleimage of both Horace and Popeye in the framed mirror of the spring that both

Wilhelm 179

separates and links them as thematic doubles: ”In the spring [Benbow] leaned
his face to the broken and myriad reflection of his own drinking. When he
rose up he saw among them the shattered reﬂection of Popeye’s straw hat” (4).

In the reﬂecting mirror of the spring, Benbow gradually assembles ”a man of
under size, his hands in his pockets, a cigarette slanted from his chin. . . .

against the sunny silence, in his slanted straw hat and his slightly akimbo
arms, [Popeye] had that vicious depthless quality of stamped tin" (4). Popeye,
like Temple Drake, is ultimately an inscrutable ﬁgure, especially to the mildmannered bourgious consciousness of Benbow, and Faulkner renders him
in such terms that suggest a cruel modernity--ﬂat, violent, and unstable:
"The cigarette wreathed its faint plume across Popeye’s face, one side of his
face squinted against the smoke like a mask carved into two simultaneous
expressions” (5); he is an assemblage of many parts, seen under ”electric light
. all angles, like a modernist lampstand” (4, 7).

The visual grammar of cubism, like Cezanne’s earlier paintings, is dependent on the use of basic geometrical forms such as the circle, triangle, and
square, but frequently these abstract components assume other, less identifiable shapes, such as the parallelogram, rhomboid, and quadrangle, among
others. In fact, the dialogue between recognizable and unfamiliar shapes is

one of the ways that cubist painters structure the canvas and cue the viewer to
an interpretation of the image. In the web of angles, passages, and ﬂattening
that occurs in a cubist painting, especially those of the Analytic Phase, abstract
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shapes like the circle and square provide a unifying structure to the composition, while more organic shapes function as beacons or road signs, guiding
the viewer through the painting by providing the eye rest stops, or herme-

neutical safe zones, where the picture’s many facets may be investigated without losing sight of the whole. Picasso’s portrait of Kahnweiler [Fig. 65, page
168], for instance, while abstracted to an unprecedented degree, nevertheless

retains a firm grip on reality as Picasso includes visual clues that organize the
picture surface into what is essentially a traditional portrait in its spatial parameters. While the art dealer’ 5 head provides the painting’s focal point, the
relationship between bodily forms disintegrates in the absent center of the picture as concave and convex forms are spread across the picture plane. How-

ever, by examining the faceted surface, key details emerge that situate the
dealer in a space that is very likely a studio or gallery as the portfolio shape
along the right margin and the still-life in the lower left quadrant suggest.

Faulkner structures many of his novels similarly through the use of repeated geometrical elements that guide the reader through the often baffling
proliferation of alternating viewpoints, fragmented time levels, and skewed
angles of perception. Faulkner’s use of circular form, for instance, has led

several critics to coin terms such as "whirls of form" and "spiral form” to
explain the writer’s penchant for repetition, a tendency that often sends the
reader back into the text, in circular fashion, to recover important missing
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details of a particular scene or event.24 In Light in August, for example,

Faulkner creates an abstract drama of geometric shapes that mirrors and informs the realistic dramas of the novel’s trebled protagonists-Joe Christmas,
Lena Grove, and Gail Hightower, a structure that Faulkner forms into a narrative triptych.25 The complementary images of the circle and the straight

line are associated with certain characters and repeated so persistently that
they become the abstract symbols of the characters they describe. In fact, Joe’s
life is described as "a ﬂat pattern” (LA 281) and is symbolized by the ”rectilinear, masculine form suggested by the images of the street and the corridor,”

while Lena is associated with "the circle, a symbol of plenitude and eternity”
(Pitavy 143-44). Whereas Lena moves slowly and calmly over rounded hills
and light-filled landscapes, Joe darts restlessly down city streets and plunges

himself into dark corridors of memory. Such a strategy not only foregrounds
the abstract underpinnings of visual shapes upon which the novel is built, it
also institutes a rhythm of light and dark passages that inscribes the text with
a distinct Chiaroscuro patterning.
Although the gendered elements of geometric forms point to certain
biological differences and desires between the sexes, Faulkner confounds this
simplistic one-to-one correspondence by relating each character to its Opposite
geometric form. Thus, Lena is also associated with the straight line in the
24 See Donald Tritschler, ”The Unity of Faulkner’s Shaping Vision,” Modern Fiction Studies
(Winter, 1959-60): 337-43; and Phyllis Hirschleifer, ”As Whirlwinds in the South: Light in
Auggst,” Perspective, II (Summer, 1949): 225-38.

25 See R. G. Collins, ” igbt in August: Faulkner’s Stained-Glass Triptych,” Mosaic7 (Fall
1973): 122-30.
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long country roads she travels, and Joe is linked to the circle in many crucial

scenes, as in his "capture” in the headlights of a speeding car immediately
following his murder of Joanna Burden. If Joe’s fate is ultimately circular--"It
had made a circle and he was still inside it” (321)--then Hightower’s life is

similarly constricted in the circle of extreme alienation and self-centeredness,
qualities that effectively imprison the Reverend in the space of nostalgic reverie. Hightower is a ﬂat character associated with the past; he is masculinely
rigid and vertically inaccessible in his ivory tower; however, he is also strap-

ped to the symbolic circle-~what Richard Chase and others call “the wheel of

fate/’26 which ultimately becomes a type of halo for Hightower, a ”wheel of
thinking” in which he forever sees the faces of the community "as mirrors in
which he watches himself” (488). In Light in August, like all the novels of

the major phase, the story is composed through juxtaposition, a technique
that positions apparently unrelated, even strikingly contrasting, scenes or
episodes side by side; the reader must then attempt to piece together these
narrative fragments unguided by traditional links or obvious transitions.
Faulkner’s technique of repeated images, especially ones configured on geometric elements, enables him to inscribe the text with a distinct abstract pat-

terning that helps the reader thematically connect many of the novel’s more
tenuous thematic relationships.

25 See Chase, ”The Stone and the Crucifixion. Faulkner’s Lightin August." Kenyon Revi,ew 10

(Autumn 1948): 544, and FrancoisL. Pitavy W" I
Casebgpk. New York: Garland, 1982, p.149.
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The opening scene of The Sound and the Fury provides a representative

example of Faulkner’s use of geometric and patterned elements to structure a
narrative episode. Faulkner had originally intended to cue the reader to time
shifts in the Benjy section through the use of colored inks, but later decided to
use italics to represent these breaks27 In addition to functioning as narrative
clues, the italics themselves work as faceted planes that disrupt the temporal

ﬂow of the narrative while calling attention to themselves as competing surface patterns, a strategy that directly engages the cubist dialectic of presence
and absence, and of passage between forms. It is important to note that these
textual. patterns are not simply visual markers for the intrusion of a memory
into the narrative present, but vary throughout the entire section, alternately
signalling shifts in four separate time periods, and frequently used to repre—
sent time present itself. In this sense, the italicized passages themselves constitute an evershifting pattern of typographical difference within the visual

field of the dominant typeface and, like the varied angles, facets, and planes of
a cubist painting, must be navigated by the reader with a keen eye to surface
difference.
Although these breaks do work to cue the reader to important shifts in
Benjy’s consciousness by focussing on the visual ruptures created by transitions between type styles, they leave him at a loss as to exactly when these

events take place. Conscious of the extreme formal fragmentation in this
opening section, Faulkner, like a cubist painter, uses the repeated circular
27 See Blotner, pp. 586-87.
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shapes of the golf ball and the quarter to guide the reader through the shifting
angles of Benjy’s entire interior monologue. That Faulkner has both Luster

and Benjy searching for both the golf ball and the quarter in the maze of
angles and ruptures in this opening section serves to reinforce the reader’s
identification with these visual cues, a connection that effectively keeps him

grounded to the narrative’s surface, the time present, the necessary viewpoint
from which to view and understand all of the section’s interwoven and juxtaposed events.
The repetition of geometric forms is complemented by Faulkner’ 5 use of
typographical elements, repeated words, and verbal phrases that emphasize
the material surface of the text.

Indeed, the visual character of Faulkner’ s

printed page often displays a plethora of typographical elements that repeatedly focus the reader’s attention on the physical surface. Punctuation in Faulkner works like a series of cryptic marks on a canvas, as parentheses, italics,
dashes, ellipses, semi-colons, and commas all function as subtle conveyors of
narrative meaning on an inscribed surface. Compound words and neologisms also point to the material presence of language itself, especially in the
verbal constructions of Light in August, which feature such startling assem-

blages as ”thwartfacecurled,” ”womanshenegro,” "daygranaried," ”Augusttremulous," and "childtrebling.” Faulkner also employs typographical elements as surface patterns that mimic vision and speech, as in Sanctuary
where Temple’s painted mouth is represented as a red round "O” and her
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terrified scream as a repetition of vowels-—”eeeeeeeeeeeeee” (99). That Faulk-

ner ”silences” Temple’s screams through various characters’ use of the onamatopoeic ”Shhhhhhhh" is further evidence of the writer’s ability to use

typographical structures as unique shapes within a text to convey essential
thematic information.28
While Faulkner’s technique of the ﬂashback has been cited as evidence
of ﬂattening in its challenge to traditional notions of foreground and background,29 Faulkner also ﬂattens the material surface of the text by focussing

on the act of vision and by using repeated verbal phrases. In many instances,
Faulkner adapts the painterly techniques of flattening and repetition of forms
to emphasize both the material surface of the printed page and to create visual rhythms that form spatial structures within the temporal flow of narrative events. The Sound and the Fury opens with a scene that directly engages
this dialectic between surface and depth by emphasizing the spatial tension
between a shallow pictorial space and a ﬂat surface as Benjy remains anchored
to the fence running along the pasture:
Through thefence, between the curling ﬂower spaces, I could see
them hitting. They were coming toward where the ﬂag was and
23 Faulkner’s neologisms are legion within his fiction, although the wordplay is more insistent
in some novels such as Mosgp.itoes and Light in Aggust, than in other works such as The Unvangpished and Intgrder in the Dust. Faulkner’s use of typographical elements as surface shapes is

more selective. Other notable examples include the use of caps to foreground a particular word,
such as the "WAS/IS" dialectic in Absalom, Absaloml, p. 104, and the description of Mink rid-

ing in the wagon in The Hamlet where "his head slipped down into the V of the stanchion,” p.
284.
29 See Panthea Reid (Broughton), ”The Cubist Novel," and "Faulkner’s Cubist Novels” in j‘_A_
Cosmos of My Own: ﬂulkner @d Yoknapatatha, 1980 eds. Doreen Fowler and Ann J. Abadie

(Jackson: UP of Mississippi), 1981: 36-94.
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I went along thefence. Luster was hunting in the grass by the

ﬂower tree. They took the ﬂag out, and they were hitting. Then
they put the flag back and they went to the table, and he hit and
the other hit. Then they went on, and I went along thefence.
Luster came away from the ﬂower tree and we went along the

fence and they stopped and we stopped and I looked through
the fence while Luster was hunting in the grass. [emphasis
added] (3)

The reader is locked onto the fence with Benjy, the section’s "recording

consciousness,” and given brief glimpses into pictorial depth, but every foray
into perspective results in a corresponding thrust to the surface, an effect
accentuated by Faulkner’s varied repetitions of the phrase ”along the fence.”
As Picasso reorganizes and challenges traditional notions of ﬁgure and

ground in his portrait of Kahnweiler [Fig. 65, page 168], so Faulkner confuses
normal distinctions between foreground and background in this initial section. Here, Faulkner’s use of repeated phrases forms a unifying surface pattern that cements the (largely) inactive Benjy--in what should be a background position as visual recorder of events--into a foreground position that
is traditionally reserved for narrative action--the more animated golfers who

are putting on the green, tending the flag, and teeing off, as words that are not
part of the dominant pattern of verbal repetition are forced into the textual
background. However, the golfers themselves refuse to stay in the
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background; they, too, have typographical patterns that nudge them forward
in the textual passage in the repeated variations of their "hitting.” The cross-

ﬁre of gazes that informs this passage contributes to its ultimate ﬂattening,
when both Benjy (foreground) and the golfers (background) are united in the
shared verbal phrase ”they stopped and we stopped.” A third repeated
phrase--"Luster was hunting in the grass"--further complicates the visual
scene, as the precise spatial determinants of Luster’ 5 position remain unﬁxed;
indeed, like a curious collage element, he seems to be ﬂoating in space, neith-

er foreground nor background, a positioning that reﬂects both Benjy’s isolation and Luster’s equivocal role in the Compson household.

Faulkner, Collage, and Synthetic Cubism

Picasso’s invention of collage in the 1912 painting ”Still Life with Chair
Caning” [Fig. 66], is usually seen as marking cubism’s movement from analytical to synthetic values. By affixing a piece of oilcloth printed illusionistically with chair caning directly to the surface of the painting, Picasso challenges traditional notions of mimesis. Since the oilcloth is an actual fragment

from the world of objects outside of painting, it is demonstrably more "real"
than the illusory still-life objects occupying the same pictive space; however,

as the oilcloth illusionistically purports to be chair caning, it is as "false” as
the painted objects around it. The Cubists delighted in such ironies and paradoxes; in fact, the riddle of perception is the key to unlocking many of the
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Figure 66: Pablo Picasso, ”Still-life with Chair Caning,” 1912
Musee Picasso, Paris
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movement’s more arcane theoretical implications.

The shift to synthetic values is recognizable in cubist works from 1913
on as the planes, facets, and angles of the earlier Analytic Phase yield to more
simplified designs that further explore the ﬂatness, or two-dimensionality, of
the picture plane. In reorganizing the pictorial space of cubism, synthetic
works appear to invent new aesthetic forms by using material objects imported directly from the physical world such as pasted paper, ﬂat patches of color,
matchbooks, and clearly outlined planar fragments. In fact, as Robert Rosen-

blum explains, ”the contours of objects seem to function in counterpoint to
their textured or colored substance, so that the previously inseparable elements of line, texture, and color suddenly have independent existences” (70).

Picasso’s still-life "Siphon, Glass, Newspaper, and Violin” [Fig. 67], for instance, deliberately confounds the viewer’s sense of mass and outline through
the selected use of discreet strips of newspaper placed strategically throughout
the composition. Each fragment of the newspaper is given a distinct spatial
and volumetric identity that sets up a chain of correspondences and paradoxes: the siphon’s material presence is linked to the solid block of wood-grained
paper forming the violin’s body, but both of these massed shapes are contradicted by the two newspaper fragments that function as backgrounds for the
delineation of the glass and the top of the violin, thereby confusing ﬁgure and
ground. The newspaper fragment in the composition’s center, "JOURNAL,"
has more mass than the ghostly table it rests upon, while the picture’s
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Figure 67: Pablo Picasso, ”Siphon, Glass, Newspaper, and Violin,
Moderno Museet, Stockholm
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negative space gains material presence through the charcoal lines extending
from the pasted shapes that seem to hover in an indeterminate spatial position.
Faulkner also plays with the dislocation of forms in space, often collaps-

ing the differences between spatial and temporal dimensions as in the description of Cash "sawing the long hot sad yellow days up into planks and
nailing them to something” (AS 25). Darl, too, frequently views the world
in such a distorted fashion: ”Upon the dark ground the chips look like random smears of soft pale paint on a black canvas. The boards look like long

smooth tatters torn from the ﬂat darkness and turned backside out” (AS 71).
In The Sound and the Fury, Quentin’s shadow frequently has as much sub-

stance as the ﬂesh and blood character from whom it is created: ”The shadow
hadn’t quite cleared the stoop. I stopped inside the door, watching the shadow move. It moved almost perceptibly, creeping back inside the door, driving
the shadow back into the door” (81). In Mn the Dust, Faulkner uses the
occasion of Bayard’s drunkenness to exhibit a decidedly distorted viewpoint:
"His head . . . at times seemed to ﬂoat away from his shoulders and hang
against the wall of green like a transparent balloon within which that face
would neither emerge completely and distinguishably nor yet fade completely
away” (148). Faulkner confounds the reader’s sense of materiality in many

ways in Light in August, where Joe’s tragedy unfolds in varying degrees of
lightness and darkness. In one passage, Joe begins to materially disintegrate:
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"vanishing as he ran, vanishing upward from the head down as if he were
running headfirst and laughing into something that was obliterating him like

a picture in chalk being erased from a blackboard” (LA 208). By distorting the
normal relations of scale, depth, mass, and gravity, Faulkner, in descriptive

passages such as these, engages the cubist strategy of defamiliarization, forcing
the reader to come to terms with an aesthetic world of its own making as all
spatial parameters and physical relationships become tenuous, at the service
of the artist who manipulates these qualities for thematic effects rather than

remaining faithful to mere mimetic representation.
Both collage and papier col le, by introducing extra-pictorial signs onto
the painting surface, undermine traditional notions of representation and
thereby foreground the notion that "art depends less on what is perceived
than on how we think about and render what we perceive” (Schwarz 206).

However, it is important to keep in mind the differences between the two
techniques. In her study of Picasso and Braque, Emily Bardace Keis provides
useful distinctions between the two modes:
Papier coll e indicates a specific kind of pasted image whose elements are consistent, governed by the classical principle of
design that insists on unity of material, in this case, all paper.
Collage, on the other hand, mixes different materials, modes of
representation, and styles, it welcomes the clash of the alien and

the unexpected. (Kies, n. p.)
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Although Faulkner was certainly interested in synthesizing techniques--in
fact, the technique of accretion is decidedly constructive in its reassemblage
of disparate narrative sections-collage provided him with a distinctly visual
method of imaging difference and iconicity. As William Rubin states in his
study of Picasso and Braque, "The essence of collage . . . is the insertion into a

given context of an alien identity-mot only of a different medium but of a
different style, or . . . even of a motif drawn from a different context of experience or level of consciousness” (38).

Faulkner often uses verbal allusions to collage, as his many repeated
references to "pasting” in a variety of texts attests. In earlier novels like Soldier’s Pay and Mosquitoes, Faulkner has used these references largely as scenic
descriptions: ”Leaves were as though cut with scissors from green paper and
pasted ﬂat on the afternoon” (SP 147) and ”Pontalba and cathedral were cut
from black paper and pasted ﬂat on a green sky” (Mos 14). In As I Lay Dying,
Faulkner imbues the descriptions with the unsettling oddness of an alien invader as Vardaman’s face is pictured as ”fading into the dusk like a piece of
paper pasted on a fading wall” (48), and Jewel’s eyes are ”like spots of paper
pasted on a high small football” (203), both images that convey the essential

devastation and alienation felt by each character upon the occasion of Addie
Bundren’s death. In Sanctuary, Faulkner uses references to collage and pasting to reﬂect the inscrutability of Temple after her victimization by Popeye:
"Her face is quite pale, the two spots of rouge like paper discs pasted on her
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cheek bones, her mouth painted into a savage and perfect bow, also like

something both symbolic and cryptic cut carefully from purple paper and
pasted there” (284). Popeye's depiction as a silhouetted two-dimensional
shape that has "that vicious depthless quality of stamped tin” (4) also engages
the collage dialectic of a disturbing foreign element that gathers attention to
itself due its unusual character in a field of relative homogeneity.

Braque’s ”The Portugeuse” [Fig. 68] provides an example of the extent to
which Analytical Cubism fragmented the image in favor of spatial and geometric discontinuity, but the painting also exhibits the synthetic tendency on

behalf of cubist artists to include strangely disconcerting elements into their
works such as letters, numbers, and symbols30 One of Braque’s most abstract
pictures, the subject matter of ”The Portugeuse” is not readily accessible as the
complex network of shimmering planes, angles, and facets frustrates any traditionally recognizable image. Only by close inspection of the painting surface

can the viewer begin to piece together the multiple fragments and clues dispersed throughout the canvas: the eye and mustache located in the upper

center that establishes the plane of a figure’s head; the sound hole of the guitar punctuated by strings that establishes the identity of the figure as a musician; and the odd shimmering letters and numbers that seem to ﬂoat above

30 In an interview with Dora Vallier, Braque later explained his intentions with regard to the

intrusion of textual elements into the picture plane, stating that ”in 1911 I introduced letters in
my pictures. They were forms in which there was nothing to distort since, being ﬂat, the letters

were outside space and their presence in the picture, by contrast, made it possible to distinguish
the objects situated in the space from those that were outside the space,” qtd. in Dora Vallier.
L’interieurd el’art. Le Seuil, Paris, 1982.
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Figure 68: Georges Braque, "The Portuguese,” 1911
Kunstmuseum, Basel
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the surface of the painting as fragments from posters commonly found in bars
or cafes (the D BAL, for instance, is undoubtedly a truncated version of

GRAND BAL).
Faulkner’5 use of foreign elements in several novels forms an obvious
parallel with cubist strategy, and shows his ability to use the technique of
collage for varied formal and thematic effects. In As I Lay gang, Faulkner
creates through imaginative spacing, gaps in sentences that flatten the textual
space and form silent areas that function as ”shapes to fill a lack,” particularly
in Addie Bundren’s mem01y of her younger self where ”[t]he shape of my
body where I used to be a virgin is in the shape of a

I couldn’t think

Anse, couldn't remember Anse” (165). Darl, too, inserts gaps into the text that

register absence, but which also simultaneously call attention to the physical
presence of the printed words themselves, particularly in the description of
Cash’s construction of Addie’s coffin, where the "Chuck.

Chuck.

Chuck.

of the adze” (5) provides a visual marker that sets off the

sounds of Cash’s labor against the blank surface of the remaining page. The
spacing opens up the textual form, encouraging the reader to fill in the gaps,
in this case the awful sound of the adze shaving off pine slivers from Addie’s
cofﬁn as it rests just outside the dying mother’ 3 window.
In many ways, Cash’s list of reasons for building the coffin on the bevel

functions more like a traditional collage, as a found object from the extra-literary world that has been pasted into the text. In addition to functioning as a
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type of memo for solid construction,31 the list also verbally reflects the geo-

metrical underpinnings, the abstract drama of shapes upon which the novel
is built. Throughout the list Cash emphasizes that he made the coffin on the
bevel, which grants more ”surface” for the nails to grip, which will prevent
the ”up and down or straight across” motion of water from seeping in (82). In

fact, Cash is obsessed with the perfection of this geometric precision, repeating
crucial aspects of the coffin’s construction such as ”seams and joints,

II

II

stress,”

and ”up-and-down” throughout the short list in attempt to imbue his crea-

tion with "balance” for the long ride to Jefferson. That the list reads like a set
of instructions with numbered steps distinguishes it from the other narrative
passages that are obviously transciptions of thought, a fact that highlights the
document as a found text, a trompel ’oeil effect that challenges the ”reality” of

the narrative itself.
Even more transgressive is the presence of Tull’s picture, his schematic

drawing of Addie’s coffin. Belonging as it does to a different symbolic order,
the pictogram of the coffin works in the Faulkner text in reverse fashion to
the interjection of verbal elements into cubist pictures. As the Cubist painters
used extra-pictorial elements in their works to attach verbal allusions and im-

plications of narrative onto the "pure form" of the painting surface, so Faulkner utilizes extra-literary signs to foreground the visual dimension of the
narrative. John Tucker argues that the action of the pictogram in
31 See John Tucker’s analysis of Cash’s list in "William Faulkner’s As I Lay Dying: Working
Out the Cubistic Bugs,” exas Studies in Literature and Qnguage, 26 (Winter 1984), p. 392.
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As I Lay wing is analagous to a similar ordering principle found in cubist pictures where the geometric elements structure the painting: ”the story shapes

itself about this troubling icon according to a logic which is ultimately visual
and spatial,” an effect that ”undercut[s] the inertial realism of narrative and
insist[s] on the geometric abstraction of Faulkner’ s vision” (394-95). Indeed,

Tull’s picture of the coffin foregrounds the novel’s most dominant image, a
symbol of death and time that contains the cherished mother’s body, the
womb of life itself.

As a foreign element belonging to another pictorial order, Tull’s picture calls attention to itself as a particularly potent sign for the inscription of
meaning. In later years, Faulkner was asked about the use of graphic elements like the picture of Addie’s coffin, but he claimed that they were the
printer’s ideas, not his.32 An examination of the typescript for As I Lay Dying
shows that Faulkner wasn’t truthful with his answer, as a hand-drawn coffin

shape has been clearly sketched in by the writer in this unique passage [Fig
69]. The pictogram in the final printed version of the novel differs only from

the original sketch in its mechanical precision, an effect necessary to image
specifically the geometric precision of Cash’s coffin itself. As a collage element, Tull’s picture of Addie’s coffin functions like an alien invader in the
homogenous ﬂow of the textual field, and as a result, manifests an enor-

mously potent iconicity, one that seems to gather all the tragic energy of the

novel into its one core shape. That Tull draws this picture is indicative of his
32 See Lion in the Garden, pp. 148-49.
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they had laid her in it reversed. Cash made it clockshape, like this

with every Joint and seam bevelred

and scrubbed with

the plane,

tight as a drum and

neat as a sewing basket, and they had laid her in it head to foot
so it wouldn't crush her dress. It was her wedding dress and it
had a flare-out bottom. and they had laid her head to foot in it
so the dress could spread out. and they had made her a veil out of

a mosquito bar so the auger holes in her face wouldn't show.
lhen we are going out. Whitfield comes. He is wet ti
and muddy to the waist. coming in.
he says.

“The Lord comfort this house,"

'1 was late because the bridge has gone. I went down

to the old ford and swum my horse over. the Lord protecting us.

his grace be upon this house.“
We go back to the trestlcs and plank-ends and sit or
squat.

'I knowed it would go,‘ Armstid says.
'lt's been there a long time.

that are bridge.“ Quick

says.
'The Lord has kept it there. you mean," Uncle Billy
says.

'I dont know ere a man that's touched halmer to it in

twenty-five years.“

'How long has it been there, Uncle Billy?"1aiok says.
“It was built in.......let us see..

..... It was in

the year 1888,' Uncle Billy says. 'I mind it because the first
nan to cross it was Peabody coming to my house when Jody was born.’
“If I'd a crossed it every tine your wife littered

84.

Figure 69: Faulkner, typescript page from As I Lay Dying, 1930
Courtesy of the William Faulkner Estate

Wilhelm 200
attempt to create emotional distance from the bizarre event; by framing
Addie’s death in the shape of time--the coffin doubles as a grandfather clock
(pun intended)--Tull seeks to contain the emotive tension through aesthetic
means, and in this sense can be seen to double as Faulkner himself, whose

overall strategy in the novel is to do the same.
Braque’s masterful "Clarinet” of 1913 [Fig. 70] is evidence of the artist’s
ability to imbue the spare forms of cubism with an austere harmony and quiet
dignity that differs from Picasso’s more violent canvasses, but the painting also provides an example of the verbal/ visual humor often found in cubist
works through the insistent use of puns. As a synthetic work, the painting
exhibits the metamorphic tendencies of cubist art to create new patterns and
formal structures by manipulating the spatial and physical configuration of
plastic forms. In fact, the title object of the painting is nearly obscured by the
overlaid and intersecting strips of collage paper and the simulated papier col le

woodgrain of the table reads spatially as in front of the instrument that it ostensibly rests upon. The various blocks of pasted paper, collage, and col le are
distributed along the horizontal axis to create a balanced rhythm of discreet

unified shapes that also work together to create a visually-balanced whole.
The rounded form of the goblet merges almost imperceptibly with the pasted
headline ”L’ECHO D’A” (L’Echo d’Algier), a verbal construction that mimics

the painting’s horizontal movement and sets up a verbal-visual pun with regard to the sound, the “echo," of the nearly transparent clarinet. (’A’ is also
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Figure 70: Georges Braque, "Clarinet,” 1913
The Museum of Modern Art, New York
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the note played by orchestras tuning up.)33
Faulkner’3 use of the electronic eye in the last section of 'l"_he_Sg1_n_d_a_nd

the Fury provides a distinct collage-effect to the text, and is probably the most
obvious example of his cubist tendencies. Even more so than the pictogram

of the cofﬁn in As I Lay ﬁling, the graphic image of the eye is a distinct extratextual element pasted directly onto the page itself. The passage tells of Iason’s foiled pursuit of Caddy’s daughter, Quentin, and his subsequent escape
from a hatchet-wielding circus worker who has driven ]ason off the grounds,
injuring his head in the process. Stumbling onto an empty train platform
]ason sees the grass growing ”rigidly in a plot bordered with rigid ﬂowers and
a sign in electric lights: Keep your e on Mottson, the gap filled by a human
eye with an electric pupil” (311). By filling the gap in the text with an actual
visual image, Faulkner engages in the cubist strategy of defamiliarization and
paradox, for the pictorial sign of the eye sets up a string of visual and verbal
puns that reverberates throughout the narrative. Candace Waid has offered
several intriguing possibilities regarded the verbal punning of the electric eye,
the sign that replaces a word with a picture.34 On one level there is a ]oycean
wordplay surrounding the icon, where one translates the English word
”Mottson” as a compound of French and English words-— ”Keep your eye on

33 For more on the punning of the cubist painters, especially Braque and Picasso, see
Primitivism Cub's

Abstracti n: T e arl Twenti t Ce tu

. ed. Charles Harrison. New

Haven: Yale UP, 1993, pp. 159-71.
34 See Candace Waid, ”The Signifying Eye: Faulkner"6 Artists and the Engendering of Art,”
W: Faulkner and Yoknapatawpha, 1993. eds. Donald M. Kartiganer and
Ann]. Abadie (Jackson: U of Mississippi P, 1996): 208-49.
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the word, son," a pun that underscores the visual shape of language. On
another level, the construction is transcribed entirely into French--”Keep
your eye on the word-sound,” the ”eye/ I” that registers the novel’s intense

concern with vision and subjectivity.
But there is yet another level upon which the electronic eye works to in-

scribe the text with meaning, the graphic image of the eye itself. While the
circular form of the pictorial sign is related to the myriad repetitions of circular images in the text, especially characters’ eyes themselves, the clip-art type

image mimics the real life logo of one of America’s most enduring and influential detective agencies, the Pinkertons [Fig 71]. In the context of Jason’s

adventure beyond the bounds of civil Jefferson society, the secret agency's
logo, with its distinguished history of success capturing famous Wild West
outlaws, underscores Jason’s diminished state in the modern world, spoofing
his inability to locate his own niece, Quentin, within a twenty-mile radius of
home. The pun of the eye as detective--”We never sleep”--is also a pun on
Jason’s recent loss of consciousness during the attack; it also seems to warn
the reader to keep his own eyes open, to pay attention to the text, not only to
its narrative dimension but to its physical and visual characterisitics as well.
In this sense, the pictorial eye as collage element is the sign of the alien in the

text, the visual in the verbal, and is itself a powerful example of Faulkner’s
ability to translate painterly methods of composition into his own narrative
structures for many layered effects.
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Figure 71: Logo for Pinkerton Detective Agency
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The transition of Faulkner’s style, from the early highly-mannered

works such as Soldier’s Pay and Mosquitoes to the startling complexity of m
Sound and the Fug and all the novels of the major phase, has generally
puzzled critics. How, they ask, could a rather uneducated backwoods Mississippi youth, who had been writing third-rate derivative poetry for most of

his literary career, suddenly storm upon the scene as one of the great stylistic
novelists of the twentieth-century? Certainly, many factors contributed to
Faulker’s transformation from aestheticism to modernism, but chief among
these factors was the inﬂuence of modern art, specifically cubism, a style of

painting that seemed to meld with Faulkner’s aesthetic tendencies above all
other schools of visual art of the era. Faulkner was able to use cubist strate-

gies for a variety of formal and thematic purposes. Sometimes he uses cubist
techniques to frame what is essentially a ”cubist moment,” as in the multifaceted dialogues in Absalom Absalom! that confound traditional narrative
representations of time and space; however, more often, Faulkner merges
cubist strategies with other visual techniques inculcated from his previous
experience as a graphic artist. Faulkner may have jettisoned the arabesque

and other stylized remnants of art nouveau, but he kept certain fundamental
structural motifs such as the vertical or circular frame, mirroring, and the use
of the silhouette and patterning. In his merging of these visual techniques
with those culled from cubism, Faulkner was able to transform his ideas

about the possibilities of narrative form, enabling him ultimately to create
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written texts that function in many ways as verbal equivalents to modern
paintings.
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Chapter Four: The Visual Text: Faulkner’s Verbal Pictures
It is . . . one of the characteristic symptoms of the spiritual condition of our age that the arts
aspire if not to take one another’ 5 place, at least reciprocally to lend one another new powers.
—Baudelaire, The Painter of Modern Life and Other Essays (1964)

Quentin seemed to see them, the four of them arranged into the conventional family group of
the period, with formal and lifeless decorum, and seen now as the fading and ancient
photograph itself would have been seen enlarged and hung on the wall behind and above the
voice and whose presence there the voice’s owner was not even aware.
-Faulkner Absalom Absalom! (1936)

Nearly two-thirds of the way through Intruder in the Dust, the reader
is presented with a powerful scene of the Mississippi landscape as viewed
through the eyes of the novel’s young protagonist, Chick Mallison. Speeding
across the county toward Beat Four on one of the new passenger trains with
his uncle Gavin Stevens, Chick finds himself staring out the window at the
rushing countryside, contemplating a scene that is half real and half imagined. He sees
the empty fields themselves in each of which on this day at this
hour on the second Monday in May there should have been fixed in monotonous repetition the land’s living symbol--a formal
group of ritual almost mystic significance identical and monotonous as milestones tying the county-seat to the county’s ultimate
rim as milestones would: the beast the plow and the man integrated in one foundationed into the frozen wave of their furrow
tremendous with effort yet at the same time vacant of progress,
ponderable immovable and immobile like groups of wrestling
statuary set against the land’s immensity. . . . the man and the

Wilhelm 208
mule and the wooden plow which coupled them furious and
solitary, fixed and without progress in the earth, leaning terrifi-

cally against nothing. (144-45)
The passage is significant for many reasons, not the least of which is its use of
a foregrounded static group of dramatic figures that encourages the reader to
view the scene as if it were a painting or a sculpture. The image itself recalls
Faulkner’ s own watercolor intended for the cover of ﬂags in the Dust1 nearly
twenty years earlier, while the freezing of figures into a tableau of symbolic action is a stylistic feature of Faulkner’5 work that has been called a ”hallmark
of his prose."2 What the two signify together is not only the important function of the pictorial in Faulkner’ 5 work, but also the importance of understanding Faulkner’s pictorialism as intimately connected with his own previous experience as a graphic artist himself.
Of course, ”pictorialism” in literature is often a hazy term somewhat

like ”impressionism”; however, the best-known and most influential definition comes from Jean Hagstrum’s seminal study The Sister Arts, which insists
that “in order to be called ’pictorial’ a description or image must be, in its
essentials, capable of translation into painting or some other visual art” (xx).

Similarly, Viola Hopkins Winner argues for pictorialism as "the practice of
describing people, places, scenes or parts of scenes as if they were paintings or
subjects for a painting, and the use of art objects for thematic projection and
1 See Blotner, Faulkngr: A Biography, p. 223.
2 See Karl E. Zink, “Flux and the Frozen Moment: The Imagery of Stasis in Faulkner's Prose,”

PMLA 71, (1956): 291.
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overtone” (70). Faulkner’ s verbal pictures conform to both of these standard

definitions, as many of his pictorial scenes ”in their essentials" encourage the

viewer to read them as paintings or drawings, while Faulkner’s use of art objects such as Gordon’s torso in Mosquitoes or Addie’s coffin in As I Lay Ming

structure entire texts through their performances as central images.3
As a multi-talented artist who had begun his career as a cartoonist and
illustrator, Faulkner reveals in his fiction a highly charged visual aesthetic.
What is surprising is the lack of critical attention given to this crucial aspect
of Faulkner’s prose. While other modernist writers such as Hemingway and
Woolf have received critical treatment of the pictorial dimensions of their
work, Faulkner’s pictorialism has been generally ignored. Although the
strong biographical links to the visual arts enjoyed by both Hemingway and
Woolf4 may be lacking in Faulkner’s case, the fact that Faulkner was a visual

artist himself before transferring his talents into fiction is of central import—
ance when considering the active role of the pictorial in his fiction. In fact,
any discussion of Faulkner’s pictorialism should initially take into account
his own apprenticeship as a graphic artist since it was through that formative
experience that Faulkner codified certain visual strategies of representation
and foregrounded his essentially pictorial aesthetic.
3 For more on pictorialism and its application to modern writers, see both Marianna Torgovnick,
The Visual Artsl Pictorialism. and the Novel. Princeton: Princeton UP, 1985; and Deborah
Schnitzer, The Pictorial in Modern Fiction. Ann Arbor: UMI Research P, 1988.

4 On Hemingway’s relationship with the modem painter Gerald Murphy, see Thomas Hermann, ”Quite A Little About Painters”: Art and Artists in Hemingway’s Life and Work.

Francke Verlag: Tubingen and Basel, 1997. On Woolf’s relationship with Vanessa Bell’s
painting, see Diane Filby Gillespie, The Sisters’ Arts: The Writing and Painting of Virginia
Woolf and Vanessa Bell. Syracuse: Syracuse UP, 1988.
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Faulkner’s position as a mutiple-talented artist allows for a uniquely
comparative view of how the arts cross-fertilize each other within the work

of a single figure. Proponents of this position argue that ”there is a latent or a
manifest unity in the productions of the same artist in whatever field he tries
his hand”(Praz 54), and that ”[s]uch variables as the artist’ 5 style, his development, and his idiosyncrasies carry over from one art to the next, thus making
discussion and understanding considerably easier” (Hines 15). If one takes a
cursory look at similarities between Faulkner’s early visual art and his prose,

one sees several obvious parallels between the two modes: both are influenced by the presence of a distinctly decadent mood informed by references to
Aubrey Beardsley; both incorporate mirroring devices, silhouettes, and other
strategies of juxtaposition; and both share a concern for the framed image
and the dynamics of compositional movement. However, like nearly every

aspect of Faulkner’ 5 work, the writer’s visual imagination and his ability to
create verbal pictures in the text that speak to the reader in visual terms and
relate information spatially like works of art is a complex dynamic that takes
many forms and performs many diverse narrative functions.
Indeed, for Faulkner, an artist who routinely questioned the value of

words,5 the visual component of writing offered alternative ways of enhancing formal and thematic meaning. Faulkner used a wide array of such visual
components in his fiction. One strategy was to slow down action or even
5 In As I Lay Dying, for example, Faulkner expresses this theme brilliantly in the character of
Addie Bundren, who believes”. . . that words were no good; that words dont ever fit even what
they are trying to say at” (171).
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freeze it as a tableau, as in the description of Boon Hogganbeck and his dog,
Lion, as they close with the bear, Old Ben, in Go Down, Moses: ”For an in-

stant they almost resembled a piece of statuary: the clinging dog, the bear, the
man stride his back, working and probing the buried blade” (GDM 231).
While these sculptural effects are certainly a prominent characteristic of

Faulkner’s pictorialism,6 they are not the only types of verbal pictures presented in his novels. In fact, many of Faulkner’s static passages are juxtaposed
against extended scenes of intense movement; other visual passages mimic
representative painterly genres such as the portrait, landscape, or still-life.
Small visual images-~“The shadows on the road were as still as if they had
been put there with a stencil, with slanting pencils in sunlight” (SF 120)--are
balanced by large scale mural scenes such as the entire first chapter of Light in
ﬂgu_st that features Lena Grove’s gradual progression across the Mississippi
landscape "like something moving forever and without progress across an
urn” (7). Faulkner also uses a variety of art objects for thematic projection
and overtone, such as the fine art works of Gordon’s sculpture in Mosquitoes
and Charlotte Rittenmeyer’s paper and wire marionettes in The Wild Palms,
as well as folk works such as Cash Bundren’s coffin in As I Lay aging, Hightower’ s homemade sign in Light in August, and Benjy’s still—life of jimson

5 For more on the role of sculpture in Faulkner’5 fiction, see James B. Carothers, "The Dead
Tranquil Queens: Sculptors and Sculpture in Faulkner’ 3 Fiction,” The Artist and His Masks. Ed.

Agostino Lombardo. Rome: Bulzoni Editore, 1991. 65—79; and Claus Daufenbach, ”A Portrait of
the Modernist as a Young Aesthete: Faulkner’ s Moguitoes,” Amerikastudien, vol. 42, no. 4,
(Winter 1997): 547-58.
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weed7 in The Sound and the Fury to structure the narrative and to provide
psychological insight into the artists' personalities.
Among the many comments Faulkner made during his lifetime regarding his own narrative aesthetics, one that is particularly relevant to a

study of the role of the pictorial in his work is the writer’ 5 identification of
movement with life. According to Faulkner, ”Life is motion . . . . [and] the

aim of every artist is to arrest motion, which is life, by artificial means and
hold it fixed so that 100 years later when a stranger looks at it, it moves again
since it is life” (LG 253). Stasis, then, in the context of this dialectic, is not the

opposite of life, but is, paradoxically, the best ”artificial means” of capturing its
opposite quality, the movement that is life. Although many critics have
noticed the prominence of this motion/ stasis dialectic in Faulkner’ 5 fiction,
no one has thought to relate this dynamic to Faulkner’s pictorialism and his
earlier training as a visual artist. In fact, the desire to "still” life, to frame dramatic action and present it to the reader as a painting or sculpture to be viewed, is directly related to his formative experiences as an illustrator, a vocation

that demanded the stilling of life into the static forms of visual composition.
In her study of reading frames in modernist narratives, Mary Ann
Caws asserts that pictorial passages ”stand out in relief from the flow of the

prose. . . . [and] the included elements are heightened visually and stressed
verbally, as the surroundings are cropped off at the sides" (xi). The result is
7 For Benjy’s relationship to the paintings of Georges Roualt, see Lind, ”Effects of Painting,” p.
144.
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“a clearly visible stress . . . [that] creates a privileged space and a remarkable
moment, brief or prolonged, which remains in the mind thereafter” (xi). Certainly there is a similar aesthetic at work in Faulkner’ 5 fiction, where the

writer often freezes narrative motion as a way of framing significant images
and scenes in what amounts to a ”static arrest” in which gestures and actions
seem to participate in a space larger than other unframed narrative passages.
Within these priviliged spaces, Faulkner is able to communicate essential
ideas by framing highly charged moments or scenes as special bearers of

narrative meaning and intensity, as conveyors of pictorial revelation and
thought
Faulkner’ s preoccupation with static images and dynamic action can be
traced to his early days as a voracious reader of the “funnies,” comic strips
that exploited just such a dynamic between the still frame of the single panel
and the overall progression of extended movement throughout the entire
strip. Through his earlier practice as a graphic artist, Faulkner had frequently
mixed visual and verbal modes, and through this process he eventually de-

veloped a keen sense of how images could be constructed to contain "pregnant moments”8 in which visual gestures and actions told a picture story.

That Faulkner ultimately transferred this experience into fiction can be
8The term is associated with Gotthold Ephraim Lessing, whose influential treatise Laocoon:
An Essay upon the Limits of Poetry and Painting (1766) is a seminal text in the study of comparisons of the visual and verbal arts. Ironically, the very concept Lessing promoted to argue for
the inherent differences between the temporal and spatial arts has been used by modern theorists such as W. J. T. Mitchell and Mary Ann Caws to show the compatability of the two modes

of representation. See W. J. T. Mitchell’s ”Spatial Form in Literature: Toward a General
Theory," Critical Inquiry 6 (Spring 1980): 539-67; and Mary Ann Caws, Reading Frames in
Modgm Eiction, Princeton, N. J.: Princeton UP, 1985.
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supported by the writer’ 5 stated conception of the novel as a ”series of pieces"
arranged by a skillful designer:

Unless a book follows a simple direct line such as a story of adventure, it becomes a series of pieces. It’s a good deal like dressing a showcase window. It takes a certain amount of judgment

and taste to arrange the different pieces in the most effective
place in juxtaposition to one another. (FU 45)
Indeed, for Faulkner, an artist who once described the process of writing a

novel as ”trying to nail together a henhouse in a hurricane/’9 the use of
stable visual scenes arranged with taste and placed in juxtaposition to each
other within the ﬂow of narrative action would prove an enormously valuable technique.
A scene from Flags in the Dust serves as an early example of Faulkner’s
pictorialism as he depicts Bayard’s reckless ride on the stallion through the

narrow town streets, a textual picture that functions as a nodal visual scene
that powerfully exposes the violent desperation of his character. The passage
itself is rendered in distinctly visual terms, almost impressionistically, and is
framed initially by the stallion’s owner’s verbal bid to Bayard and MacCallum,
“Ain’t he a picture, now?" (137). What follows is a pictorial scene that ex-

tends over several pages, as Bayard mounts the skittish horse and rises with

”the beast like unfolding bronze wings: a fluid desperation; the onlookers
9 Quoted by Hugh Kenner, ”Faulkner and Joyce,” in Faulkner, Modemismdnd Film: Faulkner

and Yoknapatawpha 1978, Evans Harrington and Ann J. Abadie, eds. (Jackson: UP of
Mississippi, 1979), p. 20.
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tumbled away from the gate and hurled themselves to safety as the gate
splintered to matchwood beneath its soaring volcanic thunder” (140). The

scene is then presented from Bayard’s perspective atop the unruly mount, as
he swings the animal ”into another street that suddenly broke upon his vision” where ”beneath the slumbrous tunnel of the trees, bright small spots of

color scuttled out of the street and clotted on one side. Children” (140-41). To
capture further the sensation of movement in the moment of visual perception--in this case, accelerated speed--Faulkner describes Bayard's viewing of a

woman’s face ”for a ﬂashing second” as he Whisks past her ”as a mouth partly
open and two eyes round with serene astonishment” (141), a formal image

that corresponds to the children’s depiction as spots of color. The visual scene
comes to an end as Bayard swerves the stallion yet again to avoid an oncoming child, causing him to lose his balance and tumbling him out of the saddle,

where he now sees only the ”rushing green beneath the stallion’s feet; a tree
trunk like a wheel spoke in reverse,” and then ”the animal struck clashing
fire from wet concrete, slipped, lunged, then crashed down; and for Bayard, a
red shock, then blackness” (141).10

The scene offers insight into the strategies Faulkner was developing at
the time in an effort to translate his visual talents into fiction. The idea of a
trigger or frame, in this case, the verbal statement that functions like a visual

10The scene is decidedly comic and its slapstick quality is reminiscient of one of Faulkner’ 5

favorite comic strips, Rudolph Dirk’s ”Katzenjammer Kids.” See Thomas Inge, “Faulkner
Reads the Funny Papers,” in Faulkner and Humor: Faulknerand Yoknapatawphg, eds. Fowler
and Abadie (Jackson: UP of Mississippi, 1986), pp. 153-90.
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pointer--”Ain’t he a picture, now?”--is used to set off the passage and mark it

as a nodal event. Vision in Faulkner often works in this manner, as repeat-

edly throughout the fiction he frames a particularly potent visual scene by
having the reader see other characters seeing it. The onlookers in Bayard’s
passage are repeated in significant passages in other novels,11 as in the opening scene of The Sound and the Fug that pictures Benjy looking through the
fence. In Sanctuary, Faulkner uses the same device on the occasion of Gowan
and Temple’s car wreck, where Temple sees both Popeye and Tommy for the

first time. Flying through the air from the force of the crash, she sees "a picture of two men peering from the fringe of cane at the roadside. . . . the one
in a suit of tight black and a straw hat smoking a cigarette, the other bareheaded, in overalls, carrying a shotgun, his bearded face gaped in slow astonishment" (38). What these scenes accomplish is a foregrounding of the act of vision; by having the reader look over the shoulder of another character (or

characters) who are themselves in the act of looking, Faulkner encourages the
reader to view the text pictorially, like painted scenes hung in a gallery. Other
significant aspects of the passage that mark it as pictorial are Faulkner’ 5 use of
multiple viewpoints and geometrical shapes, a heightened stylization of description, and a distinct color scheme, all elements that encourage visualiza-

tion on the part of the reader.

11 Another obvious example is the ”peepshow” in The Hamlet that Ratliff ultimately censors.
For more on the varieties of vision in Faulkner’s work see Michael Gresset’s Fascination: Faulkner's. 1919-1936. Durham: Duke UP, 1989, and Arthur F. Kinney, Faulkner’s Nmtive Poetics:

Style as Vision. Amherst: U of Massachusetts P, 1978.
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Although extended scenes of pictorial action do indeed serve Faulkner’s purposes on occasion, more often, he favors a condensed pictorial moment that is discreetly framed and so, therefore, stands out from the text as a

momentary pause in the narrative progression. A passage from Sanctuary,

written three years after the one cited above in F_lags, shows Faulkner’ s determination to correct a certain looseness in his pictorial scenes. Coming nearly
one third of the way into the novel, Faulkner sketches a picture of the town
as Horace returns to the long-vacant family home in Jefferson in an attempt
to defend Lee Goodwin, the man framed by Temple for her rape and the mur-

der of Tommy, her protector:
The adjacent alleys were choked with tethered wagons, the
teams reversed and nuzzling gnawed corn-ears over the tailboards. The square was lined two-deep with ranked cars, while
the owners of them and of the wagons thronged in slow overalls
and khaki, in mail-order scarves and parasols, in and out of
stores, soiling the pavement with fruit- and peanut-hulls. Slow
as sheep they moved, tranquil, impassable, filling the passages,

contemplating the fretful hurrying of those in urban shirts and
collars with the large, mild inscrutability of cattle or of gods,

functioning outside of time, having left time lying upon the
slow and imponderable land green with corn in the yellow
afternoon. (111)
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As a nodal image, the scene describes not only the physical environ-

ment and the general demeanor of the townspeople, but it also registers the
separation and increasing alienation of Horace, who will ultimately be reject-

ed by these same slow-moving townspeople when they form the lynch mob
after Goodwin’s trial. But the success of the scene is in its brevity; in con-

trast to the rambling extended scene of Bayard on the stallion, this crucial
town scene is discreetly framed in paragraph form. Faulkner has also transformed the role of the verbal cue; instead of using it as a pointer that says
”Look at this picture,” Faulkner codes the passage with verbal allusions to

slowness, inducing a stillness on the pictorial scene that freezes the narrative
moment and focusses the reader’ 5 attention on what is being pictured rather
than on what is being said.
Faulkner’s pictorial passages reveal his strong desire to inscribe the
written text with a potent visual aesthetic; however, the ability to use pictorial images for formal and thematic effects in his fiction was, like everything
else for the artist, a continuing process of experimentation and discovery.
Faulkner’s early career as a graphic artist had imbued him with a distinct and
complex visual sensibility, one formed through daily contact with funny

papers, folk art, magazine illustrations, public sculpture, monuments, and
various forms of modern art, including the paintings of Cezanne and Picasso.
As a result of so many varied inﬂuences, Faulkner’ s pictorialism is similarly
complex and idiosyncratic. At times he transfers specific scenes and characters
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from his earlier illustrations directly into the text; other times he uses specific

graphic techniques such as the silhouette, the focal garment, the vertical
frame, and the tableau as markers for visualization. Faulkner also uses

specific framing structures such as the window, door, and mirror to crop out
surrounding narrative events and to highlight the desired image or scene. Of
course, strictly speaking, there is no such thing as an unframed picture, so it is

ultimately the concept of the frame that I wish to explore, since marking off
boundaries within the text establishes a ”surround,” or a moment of stasis

within the flow of narrative action. Faulkner’s pictorialism thus engages the
primary dialectic of motion and stasis in his work and, therefore, is a fundamental component of his narrative aesthetics.

Faulkner’ s Translations: Visual to Verbal Art

Faulkner had worked with visual scenes in his first two novels, Sgﬁ
ier’s Pay (1926) and Mosquitoes (1927), sometimes transferring images and

character types from his previous illustrations as a graphic artist directly into
the fiction. Often Faulkner employs the verbal allusion as a cue to push the
reader toward specific visualization as well as to define certain characters’ personalities, as in the description of Margaret Powers: ”She was dark. Had

Gilligan and Lowe ever seen an Aubrey Beardsley they would have known
that Beardsley would have sickened for her: he had drawn her so often dress-

ed in peacock hues, white and slim and depraved among meritricious trees
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and impossible marble fountains” (SP 27). The textual image, in its evocation

of the decadent illustrator’s notorious fem m e fa tale figures, promotes an air
of seductive female power and is one of the earliest clues in the narrative that

suggests the morally ambiguous role of modern women like Cecily Saunders,
who is also described in Beardsleyesque terms, and who refuses to honor her
engagement to Donald Mahon when he returns home from the war physically maimed and blinded.
In addition to verbal references, Faulkner also transfers specific images
from his earlier illustrations such as the licentious character of Pierrot from
The Marionettes. a figure he recasts as the satyr-like Januarius Jones, who
continuously lusts after nearly all of the women in Soldier’s Pay, especially

the ”epicene" Cecily Saunders, whom he relentlessly pursues. In one specific
scene, Faulkner pictures Jones standing by a trellis, an image that recalls the

artist’s earlier illustration of ”Pierrot Standing” [Fig. 51, page 113] from his
1920 dream play: ”Januarius Jones baggy in gray tweed . . . leaned upon a gate
of iron grill-work breaking a levee of green and embryonic starred honeysuckle, watching April busy in a hyacinth bed” (52). While the image is certainly not a direct translation of ”Pierrot Standing,” the image is obviously indebted to Faulkner’s conception of the male seducer. Faulkner even plays
with verticality in this textual portrait as he had in the previous illustration
through expressive gesture and scale. When Jones enters the garden, he

approaches the figure of the Rector, who is on his knees spading in the flower
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bed; the contrast in scale is used to infuse Jones with an air of potent deca-

dence--”He became gigantic in black trousers and broken shoes” (52)—-as well

as to inscribe the Rector with a sense of defeat and smallness, qualities that
demonstrate the stature of religion in a secular world.
Other scenes in the novel, such as the description of Cecily at the dance,

correspond to similar graphic images from Faulkner’s collegiate illustrations.
In this case, Margaret Powers’ observation of the dancing couple seems to be a
direct translation of Faulkner’s earlier drawing for the Red and Blue club [Fig.

41, page 70]: ”She saw . . . a luminous plane of a bare arm upon conventional
black. She saw two heads as one, cheek to cheek, expressionless and fixed as a
ritual above a slow synchronization of limbs” (SP 194). What these examples
show is an unusual dynamic performing in Faulkner’s early work, a curious
mix of the visual and the verbal. If Faulkner had been previously interested

in how words could be interjected into his visual art, in early novels such as
Soldier’ 5 Pay he reverses the dynamic and becomes increasingly interested in
how the visual could be translated into verbal form as a means of invigorating the fictional aesthetic experience.
Faulkner’s use of garden scenes in Soldier’ 5 Pay were inspired by
Beardsley and by Faulkner’s own previous illustrations for The Marionettes
to evoke the lingering air of decadence that threatens the morality of the rectory. However, these scenes offer more than evidence of Faulkner's enthusiasm for Beardsley; they also expose Faulkner’s ability to translate structural
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and expressive motifs from his previous graphic work directly into the fiction
itself:

The garden was worth seeing. An avenue of roses bordered a
graveled path which passed from sunlight beneath two overarching oaks. Beyond the oaks, against a wall of poplars in a

restless formal row were columns of a Greek temple, yet the
poplars themselves in slim, vague green were poised and vain

as girls in a frieze. Against a privet hedge would soon be lilies
like nuns in a Cloister and blue hyacinths swung soundless bells,
dreaming of Lesbos. Upon a lattice wall Wisteria would soon
burn in slow inverted lilac flame, and following it they came
lastly upon a single rose bush. The branches were huge and
knotted with age, heavy and dark as a bronze pedestal, crowned
with pale impermanent gold. (57)
Like the scene of Bayard’s reckless ride in Flags, Faulkner again frames what is
an essential pictorial moment by verbally underscoring the act of vision as
the garden is described as “worth seeing.” Although Beardsley’s inﬂuence is

palpable in this passage, Faulkner is not merely copying here--the scene itself
is a third generation appropriation of Beardsleyesque motifs and is actually
more reflective of Faulkner’s own illustrations for The Marionettes. The two

overarching oaks form a vertical frame much like the ones created by the
poplars and the Grey and Lilac figures throughout the illustrations for the
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symbolist dream play [Figs 49-53, pages 100, 102, 106, 109]; the presence of
privet hedges and walls echoes the formal black garden barrier that separates
Marietta from Pierrot; and the reference to the “columns of a Greek Temple”

provides an imposing visual image as structural motif analagous to the white
portico that appears in four of the first five illustrations in The Marionettes.
Although this passage has been repeatedly cited as evidence of Beardsley’s influence on Faulkner,12 the real significance of the scene is how it exposes the fruits of Faulkner’ s apprenticeship in the graphic arts. The struggle
to become a novelist had convinced Faulkner to abandon his idea of a profession in illustration, but like his previous career in poetry, he was reluctant

as ever to abandon what he had learned in the process. If Faulkner could
doggedly publish his poetry13 even after the great successes of novels such as
The Sound and the Fury, As I LayDying, Sanctuary, and Light in August, it
certainly stands to reason that he would be similarly reluctant to abandon
what he had learned in his role as an illustrator and designer. The garden
scenes in Soldier’s Pay underscore this fact, but they also show how Faulkner
was able to extend the range and expressive potential of his visual talents by
incorporating them into fictional structures. While Faulkner utilizes specific
images from The Marionettes as structural motifs, he is also able to build
12 See Timothy Conley, ”Beardsley and Faulkner,"Journal of Modern Literature, 5 (1976): 33956; Addison C. Bross, "Soldier’s Pay and the Art of Aubrey Beardsley,” American Quarterly, 19
(1967): 3-23; and Lothar Honnighausen, William Eaulkneg: The Art of Styli;ation in His

Early Graphic and Literary Work. Cambridge: Cambridge UP, 1987, pp. 25-50.
13 Although Faulkner apparently took great pleasure in describing himself as a “failed poet,"
his inability to express himself as powerfully in verse as he could in prose obviously bothered
him throughout his lifetime. Even after the success of novels such as Saugtuagy (1931)and Light_
in August (1932), he published his second (and last) book of verse, A Ggeu Eugh (1933).
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verbally on his initial pictorial compositions by adding visual details absent

in the illustrations, most notably the images of the towering oaks and the
aged rose bush which becomes an art object itself through Faulkner’s verbal
description of it as sculpture, ”as a bronze pedestal, crowned with pale, im-

permanent gold” (57). Faulkner’s graphic style, predicated on the balancing of
discreet shapes and sinuous lines, was emphatically minimal in execution; by
transferring his visual imagination into verbal terms, Faulkner was able to
paint better, more detailed pictures that more accurately reﬂected his aesthetic
taste for complexity and dense symbolism.
Beardsley’s influence on Faulkner’s imagination maintained its hold
on the writer well into the novels of his major phase, but, typically Faulkner
found new ways to employ such influences, especially with regard to the verbal cue. In Light in August, Faulkner pictures the midnight encounters between Joe Christmas and Joanna Burden as a Beardsleyesque illustration:
”He would find her naked or with her clothing halftorn to ribbons upon her,

in the wild throes of nymphomania, her body gleaming in the slow shifting
from one to another of such formally erotic attitudes and gestures that a
Beardsley of the time of Petronious might have drawn” (259-60). The Beards-

ley reference underscores the pictorialism of the passage and codifies a visual
response intended to highlight eroticism and decadence; however, since the
”drawing" is actually one made by a Roman artist ”of the time of Petronious”
the effect is deepened, in effect, double-framed, and, therefore,
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double-emphasizes the sheer pagan lust of the two lovers. By referring to the
scene of Joe Christmas and Joanna Burden as a drawing, Faulkner encourages

the reader to visualize the written page as a graphic image; in this manner,
Faulkner was able to continuously satisfy his need for the visual as a major

component of his aesthetics.
In Absalom, Absalom!, Faulkner complicates the verbal allusion by
having the framing trope come from a particular character, in this case, Mr.
Compson. Instead of the omniscient narrator of Qght in August drawing and
arranging scenes for the reader, in Absalom characters make their own pictures, and in doing so, they often reveal essential character traits. As Mr.
Compson tells Quentin the story of Thomas Sutpen’s life in Haiti and New
Orleans, he draws a picture for the young man as a visual aid to understanding. Describing the scene of Sutpen’s octoroon mistress as she stands over her
dead son’s grave, Mr. Compson describes the tragic event as resembling
a garden scene by the Irish poet, Wilde: the late afternoon, the
dark cedars with the level sun in them, even the light exactly
right and the graves, the three pieces of marble . . . looking as
though they had been cleaned and polished and arranged by
scene shifters. . . . [and] the act entering upon the stage--the mag-

nolia-faced woman a little plumper now, a woman created of by
and for darkness whom the artist Beardsley might have dressed,
in a soft ﬂowing gown . . . walking beneath a lace parasol and
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followed by a bright gigantic negress carrying a silk cushion and
leading by the hand the little boy whom Beardsley might not
only have dressed but drawn--a thin delicate child with a

smooth ivory sexless face . . . (157).
The staging of the scene with dark cedars and the three pieces of marble
recalls the setting of The Marionettes and displays a distinct fi 11 d e siecle attitude, one that conforms to Mr. Compson’s defeated and cynical view of life.

Like a dramatic monologue, Mr. Compson's verbal picture exposes his own
personality for the reader’s interpretation. His overwhelming sense of racism
and misogyny is obvious in the depiction of the woman as a ﬂower (”magnolia-faced”), who is inherently evil (”created of by and for darkness”), a woman

only the decadent artist Beardsley could have captured in her depravity. Mr.
Compson’s disdain for the offspring-the product of ”decadent” miscegena—
tion--is obvious as well, as he pictures the small boy as one of Beardsley’s
impish freaks, ”thin” and ”delicate,” a disturbing mixture of male and female
traits.
Although Faulkner ultimately realized that he could paint better with

words than with pigment, he still found ingenious ways of incorporating certain visual structures into the written text. Perhaps the most well-known and
most liberally applied device is the silhouette, an effect Faulkner had used in
several of his earlier illustrations (see Figs. 48, 54, and 56, pages 88, 113, 120),
and one which he was able to incorporate into his fiction for a variety of
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purposes. In many cases, Faulkner employs the verbal cue as a means of focussing the reader’s vision on a telling visual image. In As I Lay Dying, for
example, Dewey Dell’s picture of the cow and the bucket reﬂect her preoccupation with her own bovine pregnancy:

1

’The cow in silhouette against the door

nuzzles at the silhouette of the bucket, moaning” (61). The image under-

scores Dewey Dell’s own vulnerability; the silhouettes in this instance denote
a superficial two-dimensionality that contradicts the fullness of pregnancy
and visually exposes Dewey Dell’s desire for an abortion that would eliminate
the need for a ”moaning” childbirth.
In other cases, Faulkner abjures the verbal cue in favor of a more distinct visual modelling that creates a silhouette effect in the reader’s mind. In
a later passage from As I Lay Dyirg, Dar] envisions Jewel as a puny silhouette
backlit against the scene of Gillespie’s burning barn: ”For an instant longer he
runs silver in the moonlight, then he springs out like a flat figure cut leanly
from tin against an abrupt and soundless explosion as the whole loft of the
barn takes fire at once" (218-19). The dramatic lighting focusses the reader’s
attention on this crucial event--the burning of the barn as Darl’s attempt to
destroy Addie’s rotting corpse, instead of continuing the absurd journey to

Jefferson to inter an already decomposed corpse. Darl’s depiction of Jewel as a
wafer-thin silhouette shape underscores Darl’s disdain for the brother who is
attempting to ruin the impromptu burial by fire. In Sanctuagy, Faulkner uses
the silhouette inference to denote a certain malignant evil in a particular
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scene. The two-dimensionality of these images reﬂects an absence of morality

and a lack of humane consciousness. Thus, Popeye is seen as a picture of evil,
“against the sunny silence, in his slanted straw hat and his slightly akimbo

arms, he had that vicious depthless quality of stamped tin” (4). Shortly
thereafter, the reader is presented with a scene of Temple Drake at the school
dance, but the event is viewed through the dangerous eyes of the local town
boys who seem to combine awe, desire, and violence in one collective vision:
“motionless against the light, the up-turned collars, the hatted heads, would

be like a row of hatted and mufﬂed busts cut from black tin and nailed to the
window-sills” (29). Faulkner is able to evoke a sense of danger and mystery
through the related images of ”depthless" silhouettes; by manipulating the
repetitions of such images, Faulkner is able to create a sense of widespread
evil and malignancy that informs the novel’s central themes.

Faulkner’s ability to transform visual techniques into verbal structures
is directly related to his earlier training as a graphic artist. In works such as
The Marionettes, Faulkner realized the potential expressive value in certain
visual devices such as the silhouette, but he also frequently employed other

compositional devices such as the focal garment, the tableau, and the vertical
frame. Faulkner’s use of the focal garment is a technique he transferred from
his early interest in the funny papers, one that he also had used regularly in
his own cartoon drawings. In early pen and ink sketches such as ”De Faculty”
[Fig. 15], Faulkner had learned to encode a character with a distinct sartorial
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motif as a means of distinguishing one figure from another; the drawing also

shows Faulkner’ s inherent feel for grouping figures or scenes in a full frontal
pose that resembles the frozen action of a tableau, with the taller figures performing as vertical frames. Faulkner was able successfully to translate these
motifs into his fiction in a variety of ways, but always with the aim of encour-

aging the reader to visualize the text as a succession of dramatic scenes, much
like a picture story. In fact, the entire first chapter of Light in August can be
viewed in this way, as Faulkner inscribes the narrative with distinct visual
motifs and pictorial scenes that introduce the reader to the novel’s dominant
themes.
Lena Grove is introduced on the first page, "[s]itting beside the road,
watching the wagon mount the hill toward her” (3). What follows is a rever-

ie that recounts her long journey from the decrepit remnants of Doane’s Mill
in Alabama, across the state line into Mississippi, a trek the narrator describes
as a tableau, ”like something moving forever and without progress across an
urn" (3). Lena is clothed in distinct focal garments that thematize her personal and symbolic traits as either Earth Mother or Virgin Mary--a blue mail-

order dress, the shoes she carries wrapped in a piece of paper, a palm leaf fan,
and a small bundle tied neatly in a bandanna handkerchief. Throughout the
various scenes in this first chapter, Lena is further identified with these
accoutrements as signs of her character--the dress than cannot hide her pregnancy, the shoes she wears only when approaching town or in the company
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of others, the fan she cools with during the long hot afternoons in the baked

red clay of a barren landscape, and the small bundle which holds all of her
belongings all point to her social status (or lack thereof) and her disposition as

someone calm and totally at home in the world, despite her condition and
her fruitless quest to find the father of her baby, Lucas Burch.
In contrast to the urn image of Lena as a figure outside of time, Faulkner sketches in the time-bound wasted landscape of Doane’s Mill as a nodal
scene that provides a visual anchor to the chapter:
some of the machinery would be left . . . gaunt, staring, motion-

less wheels rising from mounds of brick rubble and ragged weeds
with a quality profoundly astonishing, and gutted boilers lifting
their rusting and unsmoking stacks . . . upon a stumppocked
scene of profound and peaceful desolation, unplowed, untilled,
gutting slowly into red and choked ravines beneath the long
quiet rains of autumn and the galloping fury of vernal equinoxes. (4-5)

In many ways, this pictorial scene frames all of the action at the novel’s beginning. As the setting from which Lena comes, it is an evocation of the disaster that awaited her if she had remained there and is, therefore, associated

with the past. As a visual scene built on strong verticals of the smokestacks
that tower over the mill, the image forecasts the chapter’ 5 final scene that
introduces Lena (and the reader) into the new social context of the town of
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Jefferson, the point where the novel proper begins as a triptych structure involving not only Lena, but also the lives of Joe Christmas and Joanna Burdren, and Gail Hightower and Byron Bunch.
Between the chapter’ 5 two framing scenes, Faulkner positions several
pictorial passages, with each visual episode further developing Lena’s character in a different spatial, and social, context. For instance, after Lena is intro-

duced as an art figure marching across the timeless urn, she is viewed by
Armstid and Winterbottom in distinctly human terms--"They saw her pass

in the road. They saw at once that she was young, pregnant, and a stranger”
(9). Next the reader is shown a picture of Lena in Armstid’s wagon as a fallen

woman who ”wears no wedding ring” (12), a scene that prepares the reader
for the introduction of Lena into Armstid’s house, where she will be con-

fronted by the rigid figure of Southern womanhood, Mrs. Armstid. When
the two women finally meet, Faulkner sketches a significant scene that highlights the calm, naive character of Lena as she tells her story to the disapproving older woman: ”watching one another: the young woman in the chair,
her neat hair and her inert hands upon her lap, and the older one beside the
stove, turning motionless too, with a savage screw of gray hair at the base of
her skull and a face that might have been carved in sandstone” (17-18). After

Armstid carries Lena closer to Jefferson the next day, Faulkner repeats this

scene of telling a story under a watchful gaze, by having Lena reveal her circumstances to an entire gallery of men squatting and spitting tobacco off the
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front porch of Varner’s store (24-27). What these repeated visual scenes
accomplish is a gradual unfolding of narrative meaning as a timebound ex-

perience revealed through the reader’ 5 perception of Lena by others in varying social contexts. Like the repeated frames in cartoon panels, Faulkner
gradually develops this opening chapter as a series of framed images, much
like the picture stories he attempted to tell in works like The Marionettes.
In addition to the small framing techniques within the various pictorial passages in this opening section, Faulkner anchors the entire chapter as a

unit itself though the use of the repeated vertical frame in the chapter’5 final
scene. Like the rusted boilers that rise above the pockmarked landscape of
Doane’s Mill at the chapter’s onset, Faulkner positions two powerful vertical
elements rising from just beyond the town of Jefferson as a frame that focusses attention on the novel’s most dramatic event, the burning of Joanna Burden’s house. Repeated images of Lena, mules, and wagons, have subtly carried the reader’s eye across the sprawling canvas of this initial large scale mural section, and characteristically for Faulkner, at the chapter’s end, he focusses
attention on the crucial event by having other characters view the scene:
“The wagon crests the final hill and they see smoke” (29).

To underscore further the importance of the scene, Faulkner has the
driver actually point to the nodal event, a device Faulkner had used earlier in
illustrations such as ”Pierrot’s Two Visions” [Figs 52-53, page 109], where the

Grey and Lilac figures point to the courtship of Marietta by Pierrot.
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"Following his pointing whip,” Lena "sees two columns of smoke: the one
the heavy density of burning coal above a tall stack, the other a tall yellow
column standing apparently from a clump of trees some distance beyond the
town" (29-30). The scene is actually double-framed, for it recalls the original

landscape of Doane's Mill in its evocation of disaster and the two vertical elements rising above the land; it also frames the ensuing narrative action by

highlighting the two most significant settings in the novel--the planing mill
where Byron Bunch works, and where both Joe Christmas and Lucas Burch
will find employment, and the burning house, the place of passion and rage
where Christmas murders the Yankee outsider whom the town had made a
pariah years before.

Focal Points: Doors, Windows, and Mirrors

As a result of his early training as an illustrator for the college annuals
at Ole Miss a practice that frequently required him to design his drawings to
fit into a larger cluttered visual field, Faulkner was especially attuned to the
power of the framed visual image. Of course, the practice of framing is central to the entire tradition of Western painting, where the easel performs as a
window on the world and the painter is both creator and spectator, presiding
over one authoritative, monocular viewpoint. In Renaissance art especially,

”the systems of perspective depended on the notion that the painting surface
was a flat pane / plane through which vision passed to a centrally defined
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observer” (Scobie 125). As Stephen Heath notes, the metaphor of the frame
became a standard motif, “the powerful attraction of the window as theme,

the fascination with the rectangle of tamed light, the luminously defined
space of vision” (34). Faulkner was obviously aware of such a dynamic, for

repeatedly throughout the fiction, he uses specific structural frames such as
the window, the door, and the mirror to set apart, highlight, and/ or privilege
a certain point of view.
Although Faulkner occasionally uses the verbal cue to indicate a
frame--”He was looking straight ahead, with a rapt, calm expression like a
monk in a picture” (LA 149)--more often he structures narrative events

through repetitions of framed characters or scenes that accumulate meaning
through juxtaposition and synthesis.14 In "A Rose for Emily,” for example,
Faulkner presents Miss Emily to the reader through a variety of framing
structures, each one viewed by the collective spectators of the town who are
attempting to understand Emily as ”a fallen monument” (119). The first picture in the text is quite literally the crayon portrait of Miss Emily’s father on a
“tarnished gilt easel” (120) in the parlor where Emily initially vanquishes the
tax collectors. As Mr. Grierson is not described as the subject of the portrait,
the emphasis is clearly on the presence of the picture and the gilt/ guilt pun of
14 Many of the most important themes in Light in August, for example, are dramatized through
Faulkner’ s framing of them in the architectural structures of either the door or the window.
Lena and Joe both escape from their stultifying origins by escaping through an open window;
Joe’s fateful encounter with Joanna Burdren is framed in the door of her bedroom. In Absalom

Absalom! Sutpen's ”design” is spawned by the Negro butler” s refusal to let him enter the front
door; the novel concludes with a glimpse of Clytie in the upstairs window, just before Sutpen’s

mansion goes up in ﬂames.

Wilhelm 235
the ”tarnished easel,” an image that implies not only the foreboding presence
of the dominating father even after his death, but also the decay of the ante-

bellum culture associated with such genteel arts.
Throughout the story, Miss Emily is viewed through a variety of
frames, each one serving as a container for an image that clearly bafﬂes her
spectators. After Miss Emily dispatches the tax collectors and closes the door
behind them, she is next seen as an inscrutable religious figure sitting in the
luminous window frame of the upstairs bedchamber. As the young men
sprinkle lime around her lawn to cover the putrifying smell emanating from

her house, Faulkner undercuts the pathos by depicting Miss Emily as a figure
from another realm, as an ”upright torso motionless as that of an idol” (123).
Although the front door remained closed, the town continues to see Miss
Emily in various windows of the house; later when she has moved down to
the first ﬂoor, they see her again as something defying ordinary comprehension, ”like the carven torso of an idol in a niche, looking or not looking, we

could never tell which” (128). These framed images not only focus attention
on the main character of Miss Emily, but they also point to the underlying

guilt of the townspeople who have misread all the signs of her mental deterioration and who have become passive accomplices in the death of Homer
Barron.
The central framed passage in the story is the narrator’s own creation, a
mental picture of Miss Emily imprisoned in the doorway to her house. It is
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important to see this image as a reconstruction by a spectator since the picture
is loaded with implications that display the entire town’s complicity and guilt:

"We had long thought of them as a tableau, Miss Emily a slender figure in
white in the background, her father a spraddled silhouette in the foreground,
his back to her and clutching a horsewhip, the two of them framed by the
back-ﬂung back door” (123). The pictorial scene is not a memory but a con-

struction, one that attempts to recuse the town itself from blame in this tragedy, for Miss Emily is clearly pictured as a helpless victim of her father’s over-

zealous protection. The picture’s placement of Mr. Grierson in the foreground, posed as a threatening figure blocking the passage between private

and public worlds, is offered by the narrator as an excuse for the town’s failure
to act as a community to protect one of its own.

In addition to windows and doors as framing devices, Faulkner also
frequently employs the mirror as a bordered structure that centers the reader’s
vision on a particular visual construction. In The Sound and the Fug], for
example, characters create mental pictures within the dark reﬂecting space of
the mirror hanging in the upstairs parlor of the declining Compson household. Like the liminal space of the window and door, the mirror crops out
surrounding events and announces itself as a potent visual passage that the

reader should frame in his or her mind as a textual picture that compares
with other similarly framed passages in the narrative. To a large degree, the
radical disruptions of syntax, grammar, and plot in the Benjy section are
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structured and made intelligible through Faulkner’ 5 use of visual scenes
framed in the mirror on the second floor of the Compson residence.15

The mirror in this case is both a reflecting device that captures slivers
of the characters’ personalities, as well as a narrative device that images the

physical loss of the declining Compson household. The reader first encounters the mirror when Luster takes Benjy upstairs and turns on the light: ”The
windows went black, and the dark tall place on the wall came and I went and
touched it. It was like a door, only it wasn’t a door” (61). The ”tall dark place”
is the empty space where the mirror used to hang before the Compson mis-

fortunes and so, therefore, serves as a physical prop for time present, much
like the quarter that Luster hunts throughout the first section. The mysterious place where the mirror was is ”like a door” in the sense that it focusses
attention on the area as a nodal space, a place where images form and convey

essential meaning. Indeed, Benjy pictures many of the crucial themes and
narrative events necessary for an understanding of this first section directly in
the mirror itself. He poetically captures the fevered sickness of Mrs. Compson

as she lays ill in bed: ”There was a fire. . . . rising and falling on the walls.
There was another fire in the mirror. I could smell the sickness. It was on a
cloth folded on Mother’ 5 head. Her hair was on the pillow. The fire didn’t
reach it, but it shone on her hand, where her rings were jumping” (61). Later
15 Sanctuauy, too, uses the mirror motif to frame significant passages. Temple Drake is constantly looking at herself in her mirror compact, a trait that underscores the theme of vanity
and self-knowledge that is crucial to the novel. The last picture of Temple is viewed in this
manner, as she listens to the band with her father at the Luxembourg Gardens: ”Temple yawned behind her hand, then she took out a compact and opened it upon a face in miniature sullen

and discontented and sad," p. 317.
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he pictures the violent struggle between Caddy and Jason after Jason has cut
up Benjy’s dolls--an act that foreshadows Benjy’s eventual castration at

Jason’s behest: ”We could see Caddy fighting in the mirror and Father put me
down and went into the mirror and fought too. He lifted Caddy up. She
fought. Jason lay on the ﬂoor, crying. He has the scissors in his hand. Father
held Caddy” (65). The picture is ”telling” in that it images the Compson family dynamic in one powerful visual scene--the dominant power of Mr. Compson and his favoring of the daughter, Caddy; the protective and impassioned
personality of Caddy herself, traits that she will pass on to her illegitimate
daughter, Quentin, who will also fight with the adult Jason; the overbearing

violent personality of Jason who will still be ”crying” as an adult; and the
detached, alienated position of Benjy himself, who is recorder of events but

who remains outside the frame of the family picture, a position he will eventually experience to an extreme degree when he is finally sent to the asylum
in Jackson.16

In the Quentin section Faulkner continues the use of framing devices
that form pictures in the text. As Benjy drifts off to sleep at the end of the

first section, watching the ”smooth bright shapes” in the dark, Quentin wakes
in a sun-flooded room in a Harvard dormitory watching "the shadow of the
sash” appear on the curtains. After Quentin looks out the window watching
the other students running for chapel, he retreats back inside and readies
15 For more on mirror imagery in The Sound and the Fug, especially on Benjy as a ”moral” mirror, see Lawrence Thompson, ”Mirror Analogues in The Sound and the Fury, English Institute
Essays, 1952 (New York: Columbia UP, 1953): 83-108.
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himself for what will be his last day among the living. On the stoop he
pauses momentarily, and in his hesitation creates a mental picture that im-

ages his deepest troubles--the loss of his beloved sister Caddy to another man:
In the mirror she was running before I knew what it was. That

quick her train caught up over her arm she ran out of the mirror
like a cloud, her veil swirling in long glints her heels brittle and
fast clutching her dress onto her shoulder with the other hand,
running out of the mirror the smells roses roses the voice that
breathed o’er Eden. Then she was across the porch I couldn’t
hear her heels then in the moonlight like a cloud, the floating
shadow of the veil running across the grass, into the bellowing.

She ran out of her dress, clutching her bridal, running into the
bellowing. . . . Father had a V-shaped cuirass on his running
chest. (SF 81)

Whereas Benjy’s pictures were made from images actually seen within
the frame of the mirror itself, Quentin’s picture is a mental projection that is 1
highlighted through Faulkner’s use of the mirror as a metonymic frame for
memory. In this case, the mirror frame is a reﬂection of Quentin’s most pri-

vate mental problems, the worst being the tragic loss of his sister to marriage
and her subsequent abandonment of the family and all its members. The
passage is replete with romantic images--the wedding dress and train, the
veil, roses, moonlight, and clouds-~but the most important image is the frame

1
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itself, the mirror out of which Caddy keeps running. For Quentin, the loved

one cannot be contained (not even by the wedding dress itself! ), and it is this
realization (or misconception?) that is at the heart of Quentin’s despair. The

picture’s final image is potent too--the V-shaped cuirass is both a symbol of
chivalry and protection,1 7 as well as a graphic sign that images that specific
part of the female anatomy that Quentin fails to protect.
Although mirrors (either real or imagined) are obvious reﬂective surfaces that foreground the dynamics of perception, Faulkner often uses other
materials for similar purposes. In Sanctuag, for instance, Horace Benbow is
introduced to the reader as a "lost man” who is searching for his identity in
the reﬂective surface of the spring in the novel’s opening scene. Faulkner
uses the visual scene to introduce both Horace and Popeye to the reader, and
to show how Horace’s fate will become inextricably tangled with the bootlegger’s: ”In the spring [Horace] leaned his face to the broken and myriad

reﬂection of his own drinking. When he rose up he saw among them the
shattered reflection of Popeye’s hat. . . . facing him across the spring" (4).
Later, when Benbow has become drunk at the old Frenchman’s Place, Faulk—

ner creates a pictorial scene that emphasizes both Horace’s odd attraction to
his step-daughter Little Belle, as well as his extreme dislocation and alienation since leaving his wife and home:
. . . then I saw her face in the mirror. There was a mirror behind

‘7 For parallels between Quentin and the romantic knight Galwyn, see Carvel Collins’ introduction to MayDay, Notre Dame: U of Notre Dame P, 1976, pp. 38-39.
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her and another behind me, and she was watching herself in the
one behind me, forgetting about the other one in which I could
see her face, see her watching the back of my head with pure dis-

simulation. That's why nature is ’she’ and Progress is ’he,’
nature made the grape arbor, but Progress invented the mirror.

(SA 15)
The image itself could come from Magritte18 or a host of other surrealists
who routinely investigated the relations between waking and dreaming (or
altered) states, and the role of perception in understanding reality. The scene

is obviously a visual construction spurred on by Horace’s drinking; like
Quentin’s picture of Caddy, the images combine to speak of Horace’s overprotective personality and his fear that Little Belle regards him not as a father but
merely as another man who married her mother. The oddness of the passage
is enhanced by the inclusion of the third mirror, the one in which Horace
”could see her face.” The placement of this mirror is unaccounted for; while
two mirrors seemingly hang behind each of the scene’s participants, the presence of the third mirror creates confusion since there isn’t a logical location
that could conceivably catch Little Belle’s reﬂection, given the scene’s spatial
parameters. The effect is to unsettle and disorient the reader, and thus place
him in the same psychic space as the confused Horace.
l8 Magritte’s role as an artist of perception has been investigated by a host of literary critics
who attempt to compare the visual and verbal modes of expression implicit in his work. For
I

II

more on this dynamic, see W. J. T. Mitchell’s analysis of Magritte s metapictures” in Picture
Theog: Essays on Verbal and Visual Representation. Chicago: U of Chicago P, 1994, pp. 64-77.

For more on Magritte’s paintings themselves, see Suzi Gablik, Magritte. London: Thames and
Hudson, 1992.
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In a later passage, after returning to Jefferson from the Memphis brothel and hearing Temple’s version of her rape, Horace looks at a photograph of
Little Belle, one he has propped up as part of a home-made still-life. On a
bureau ”on which he had spread a towel and upon which lay his brushes, his

watch, his pipe and tobacco pouch, and, propped against a book," Horace gazes
at the picture of his step-daughter (166). Horace still has difficulty seeing her,

as ”[u]pon the glazed surface a highlight lay. He shifted the photograph until
the face came clear. . . . looking at the sweet inscrutable face which looked in

turn at something just beyond his shoulder, out of the dead cardboard” (166).
Like the first scene with the mirrors, Little Belle’s detached gaze avoids contact with Horace’s yearning look; the photo itself rises above the masculine

elements of the still-life that signify Horace’s position in society and points to
Horace’s clumsiness (if not downright incompetence) in his affairs with
women.
In fact, one of the main functions of this pictorial scene is to thematize

Horace’s fatal flaw--distorted perception--which contributes to his general impotence in human affairs, his lack of understanding of human nature, and

his inability to interpret correctly what he sees. As Horace continues to look
at Little Belle’s picture, the photograph suddenly shifts, ”slipping a little from
its precarious balance against the book. The image blurred into the highlight,
like something familiar seen beneath disturbed though clear water” (167).
What Faulkner shows us in this passage is neither an objective picture of
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Little Belle, nor the photographic reproduction of her exterior likeness;

rather, Horace’s perception of Little Belle literally creates a new picture:
He looked at the familiar image with a kind of quiet horror and
despair, at a face more blurred than sweet, at eyes more secret

than soft. In reaching for it, he knocked it flat; whereupon once
more the face mused tenderly behind the rigid travesty of the
painted mouth, contemplating something beyond his shoulder.

(SA 167)
Horace’s fear of women, especially his fear of their sexuality, distorts his own

ability to "see” the truth, a ﬂaw in Horace’s character that carries over into all
of his actions in the novel. Just as Horace misreads Little Belle’s photograph
in this passage, Horace also misreads Temple Drake (in reverse fashion). The
result is Horace’s failure at the trial and the subsequent lynching of his client,
Lee Goodwin.
Although Faulkner’s pictorialism shows great variety, in almost every
instance the role of perception is crucial for an understanding of the visual
scene. Whether the narrator is arranging scenes in the text, or whether
characters are "picture makers” in their own right, each pictorial passage can

be read as a mirror that reﬂects a certain type of personality or ideology. A
prime example of this dynamic is Miss Rosa’s ”watercolor”of Thomas Sutpen
on the second page of Absalom Absalom! In the shuttered parlor, Miss Rosa
begins her story, talking to Quentin ”in that grim haggard amazed voice until
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at last listening would renege and hearing-sense self-confound and the longdead object of her impotent yet indomitable frustration would appear” (3).
The picture she draws is dramatic, resembling a grand-scale history painting
or religious mural:
Out of a quiet thunderclap he would abrupt (man-horse-demon)

upon a scene peaceful and decorous as a schoolprize water color,
faint sulphur-reek still in his hair clothes and beard, with grouped behind him his band of wild niggers like beasts half tamed to
walk upright like men, in attitudes wild and reposed, and manacled among them the French architect with his air grim, haggered, and tattered. Immobile, bearded and hand palm-lifted the
horseman sat; behind him the wild blacks and the captive archi-

tect huddled quietly, carrying in bloodless paradox the shovels
and picks and axes of peaceful conquest. (AA 4)

It is a powerful visual scene, but like Horace’s revised picture of Little Belle or
Quentin’s wedding-portrait of Caddy, the pictorial moment is a construction
that tells as much about the picture-maker as it does about the pictured scene.
Miss Rosa is certainly not an unbiased narrator, and the picture she creates for
Quentin is replete with images of the Old South and hard-shell Protestantism.

Her antipathy toward Sutpen is apparent from the combination of admiration and hatred that colors her description. The devilish Sutpen bursts
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upon a ”peaceful” and “decorous” scene that, like a ”schoolprize water color”
(and Miss Rosa as well) is quite fragile and easily destroyed; but the depiction

of Sutpen as a powerful leader who creates order out of chaos resembles the
Confederate general Stonewall Jackson,19 a heroic figure who obviously commands Miss Rosa’s respect. The ambivalence is intentional, of course, since

one of Faulkner’s main concerns in writing the novel was the investigation
of the role of perception in the construction of human knowledge. Indeed, as
each character in Absalom Absalom! attempts to tell the story of Thomas

Sutpen, each character tells on themselves, revealing a host of insecurities,
biases, and ideological (mis)conceptions that, rather than clearing up the pic-

ture of the mysterious Sutpen, actually obscures it. In fact, the reader is challenged to decode the numerous representations of Sutpen to see more fully
the essential reality behind this inscrutable historical figure.
Faulkner’s early career as a cartoonist and illustrator had many positive
benefits for the mature fiction he produced from 1925 onwards. By transferring his talents as a visual artist into the verbal medium of fiction, Faulkner
was able to create a uniquely modernist text that operates on principles of spatiality rather than conventional linear plot progression. Through the use of
highly charged pictorial scenes that convey essential information as if they
were paintings or sculptures, Faulkner forces the reader into an imaginative

19 Among the many idiosyncrasies attributed to Jackson’s military demeanor was the General’s

habit of sucking on lemons during battle and riding with one arm held out, palm-up so as to
attain better blood ﬂow while in the saddle. See Burke Davis, They Called Him Stonewall.
New York: Fairfax P, 1988.
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visual reconstruction of the narrative event and, therefore, promotes reader
participation in the production of meaning. Faulkner’ s penchant for framing
these scenes maximizes their expressive and formal power within the larger

narrative by focussing attention on the image itself. Indeed, like Henry
James, the technique of framing is indispensible to Faulkner, for ”to isolate, to

surround with the sharp black line, to frame in the square, the circle, the
charming oval . . . helps any arrangement of objects to become a picture,"20 a
picture, one might say, that speaks powerfully to the reader and remains in
the mind thereafter.

20 See Henry James, preface to The Awkward Age. Hammondsworth: Penguin, 1978.
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Conclusion
Faulkner’ s visualizing capacity, first embraced as a youthful cartoonist

and later developed in his collegiate illustrations for the student publications
at the University of Mississippi, is an important component of his identity as
an artist. While Faulkner was sparring with other students--and frequently
taking his lumps--in the pages of ”The Mississippian” regarding matters of
language and literature, his talent as a visual artist provided him an important psychological edge on campus. If the antagonistic reviewers of “The
Mississippian” rejected Faulkner’s francophile tendencies and translations of

Symbolist verse in mocking diatribes, Faulkner’s drawings for Ole Miss were
much harder to criticize. Indeed, as Blotner has suggested, ”[r]eactions to
poetry were highly subjective and beauty really tended to be in the eye of the
beholder. But let a bungler try to draw a sketch and all the world could see he
was a bungler. Faulkner and anyone else who cared to look could see that his
drawings were good” (274). Faulkner’ 5 drawing may not have been good
enough for a career as an illustrator, but in his immediate environment of
Oxford, Missisippi, his illustrations were prominent enough to carve out a
special psychological space for the young sensitive artist, a space in which he
would work to collapse the barriers between the visual and the verbal in the
campus’s dual publications.
In “composite” works such as The Marionettes (1920) and My
(1926), Faulkner was able to combine explicitly his interests in visual and

Wilhelm 248
verbal modes by creating illustrated books that foregrounded the unique rela-

tionship between pictures and words. By working in both modes simultaneously, Faulkner developed a unique sensitivity to how images and texts can
be combined to tell a picture story. While the illustrations in The Marionet-

Ls are far more sophisticated than the cumbersome prose that accompanies
them, Faulkner was gradually becoming more and more determined to ex-

press himself primarily as a writer of fiction. One of the successes of The Marionettes was Faulkner’s ability to infuse the illustrations with a distinct sense
of narrativity, where the image seemed to tell a story in visual terms.
Reversing this dialectic in his fiction, Faulkner was eventually able to infuse

his stories with a visual dimension. If his illustrations could ”speak," then
I

Faulkner’ s textual passages would have to ”show’ ; that is, the prose would

have to visualize itself where images and scenes would stand out from the
ﬂow of the narrative and announce themselves as pictures in the text.
One of Faulkner’s more notable achievements becomes, then, his abili-

ty to adapt his talents as a visual artist to fictional means. Indeed, far from
abandoning his interests in the visual, Faulkner translates his previous experience as a graphic artist into fictional structures through a variety of narrative strategies, and thus creates a new strength in his prose. The odd gap between Faulkner’s early "apprenticeship” works, such as Soldier’s Pay and

Mosquitoes, and the novels of the major phase, such as As I Lay ﬂing and
Absalom Absalom! becomes more intelligible when one considers that
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Faulkner’s interest in the visual links the two seemingly unrelated phases of
the artist’ 5 career. Techniques such as mirroring, use of patterning, focal gar—
ments, vertical frames, manipulation of scale, and silhouettes are used in
both periods, and, therefore, provide distinct structural and expressive corre-

spondences between minor and major modes.
From this perspective, the verbal picture of the equestrian statue in

Mosquitoes that features ”Andrew Jackson in childish effigy bestriding the
terrific arrested plunge of his curly balanced horse . . . pure and slumbrous

beneath the decadent languor of August and evening”(14) can be viewed as
an early sketch for a similar representation in Light in August, where Joe

Christmas and his horse are described ”as an equestrian statue strayed from its
pedestal and come to rest in an attitude of ultimate exhaustion in a quiet and
empty street splotched and dappled by moonshadows” (210). Both passages
function as textual pictures that emphasize stasis as a pregnant moment of
action, a strategy that momentarily freezes the linear movement of plot and

focusses attention on the image itself as a picture to be read for meaning. The
difference between the two scenes is that in the former Faulkner is merely

describing the actual statue in Jackson Square as part of the New Orleans’
landscape. In the latter example, Faulkner has achieved far greater thematic
depth by moving from description to metaphor, a strategy that calls upon the
reader’ 5 visualizing capacity to a greater degree.
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While the influence of the arts on Faulkner’ 5 fiction is most prominent in the novels written between 1926 and 1939, the tendency to draw pic-

tures in his fiction continued throughout his career. Although there are
fewer art metaphors, fewer radical compositional structures, and fewer characters who view life with a painterly eye, the presence of the visual is still
evident in later works such as Go Down, Moses (1942), Intruder in the Dust

(1948), and A Fable (1954), among others. In these novels, Faulkner’s visualizing strategies perform key functions as well. In ”Delta Autumn,” for exam-

ple, Faulkner draws the upside-down triangle that stands out from the text as
a collage element and as a map that symbolizes the vanishing wilderness. In
Intruder in the Dust Chick Mallison’s imaginary picture of ”the man and the
mule and the wooden plow . . . leaning terrifically against nothing” (145)
images a passing way of life and provides the reader with a nodal scene that
visually expresses the novel’s most important concerns. And in A Fable

Faulkner structures the entire first chapter through a crossfire of gazes that
visually maps the martial landscape of war-torn Paris.

Faulkner had used these visualizing strategies in earlier works as well:
collage elements such as the drawing of Addie’s coffin in As I Lay Dyirg and
the electronic eye in The Sound and the Fury; character’s pictures as nodal

scenes in a variety of works, most notably in Light in August and Absalom
Absalom? and visual mapping that gradually delineates spatial parameters as
in the first section of Sanctuag and in the cityscapes of Pylon. That he was
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consistently able to use and integrate these visualizing structures into his
fiction is a testament to Faulkner’s lifelong preoccupation with the visual and
points to his ultimate desire for a literature that would have the formal and

expressive immediacy of visual art. Indeed, Faulkner’s fictional art may be
read as if one were touring a gallery or museum, where the viewer is forced
to come to terms with a perplexing variety of images and pictorial scenes that
become miniatures of the novel. By reading these scenes as if they were
paintings or sculptures, Faulkner induces a process of repetitions and mirror-

ings that both illuminates the diverse meanings of the novel and renders its
structure simultaneously lucid and ineffably complex. For Faulkner, the vis-

ual arts offered unique ways of embodying themes, of suggesting models for
novelistic form and interpretation, and of stretching the verbal limits of the
novel’s medium, language itself. By transferring his visual talents into fictional structures, Faulkner created a visible fiction that encourages the reader
to view the text not merely as a progression of words on a printed page, but as
a highly visible art that has the power and immediacy of painting itself.
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